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PREFACE 
Twenty-two years have passed since I first wrote this text at the request of Yale University Press.  
They wanted a 300 pp manuscript, and I gave to them 410 pages and about 160 color illustrations 
largely chosen from the Victoria and Albert Museum’s Prints and Drawings Department wonderful 
collection of Owen Jones water-color and gouache designs.  The book did not fly.  I have, in returning to 
it after all these years, tried to keep to the original text as far as possible.  I have excised the old Chapter 
Five: “Conventionalized Flat Pattern Ornament” which is really a book in itself at some 76 pp. Finally this 
retitled manuscript is now about the “required” length of 300 pp! 
 The book has a major unspoken debt to Dr. Michael Darby, the pioneer in Owen Jones studies.  
I have tried to concentrate on what I feel is the essential focus of Jones himself, ornament.  In that sense 
I differ from Darby and also from Dr.  Carol  Flores who, too, is in Darby’s debt.  Both these authors look 
at the whole career of Jones as architect and theorist, and at a biographical interpretation of his 
achievement.  I focus on the history of ornament and on the aesthetic of repose as essential to the study 
of Jones and essential to an estimation of his significance and achievement.  Flores’ book extends 
Darby’s groundbreaking dissertation.  I am indebted to her for my attribution of V&A designs to 
Eynsham Hall following her work at Reading University and the designs there for James Mason’s 
Eynsham Hall.  I had seen these designs in 1983 but had not put two and two together.  It is wonderful 
to have this major introduction by Flores available for students and scholars.  But I hope that my 
contribution to Jones scholarship dives into deeper water and will encourage a more comprehensive 
study of Jones and his cultural contributions by future scholars.   
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I am indebted to so many others besides Darby and Flores that I am at a loss to remember them 
all.  To my Professor William H. Jordy, I say thank you for passing on to me the torch of studies in the 
Grammar of Ornament in 1975 which he rightly insisted on as the focus of my dissertation under him.   
To Prof. Kent Bloomer, a big shoutout for all the hours spent discussing and teaching ornament 
together.  These are among the most significant moments of my life.  How could I ever repay you?  To all 
the Hardy family of Shenley, Hertfordshire I give my love and gratitude, especially to Jack Hardy and his 
parents.  There is more to scholarship than books: there is the humanity and companionship that make 
life worthwhile and this you gave in abundance.  To all the librarians who gave me a home at Rhode 
Island College, and especially to the Director of the James P. Adams Library, Hedi BenAicha, who 
encouraged me to dust off and to digitize the manuscript and make it available on our Digital Commons, 
I offer a profound appreciation.  To the staff of the Prints and Drawings Department of the Victoria and 
Albert Museum,   I thank you for those rare privileges allowing me to photograph most of the Jones 
collection of designs in 1979 that have inform my thinking about Jones for the past 35 years.  I especially 
thank  the wonderful Chrysanthe Constantouris of V&A Images for permission to publish from the V&A 
collection.  To the librarians at the Library of Congress, the Boston Public Library, the National Art 
Library, the Providence Athenaeum, the John Hay Library, and the British Library, I thank you in a way 
that is unusual for a scholar:  I too have become a librarian, so my thanks is sincere at the very basic 
level of participation in your service.  Finally, to my parents and to my beloved wife, how can I really 
thank you?  For it is really a matter of a life lived with and because of you that this work has come into 
being.   
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Introduction 
Wisdom is the principal thing; therefore get wisdom: and with all thy getting get 
understanding. 
Exalt her, a n d  she shall promote thee: she shall bring thee to honor, when thou dost 
embrace her. 
She shall give to thine head an ornament of grace:  a crown of g lory shall  she deliver 
t o  t h e e .  
(Proverbs 4: 7-9) 
 
Solomon, the most favored of kings, perceived something quintessential about ornament: 
that ornament was a sign of Wisdom, that deriving from God it was essentially supernatural, 
and that it was a "crown of glory". Clearly, ornament contains the wisdom that makes 
grace possible by communication and the preservation of the memorial.  Solomon thus 
indissolubly links grace and ornament, the lily and gold. Even earlier than the mid-eleventh 
century B.C., during the reign of King Minos,  Daedelus would build a golden honeycomb in 
the vaults of the temple of Aphrodite at Eryx "in exquisiteness" according to Ruskin. 
Daedelus,  l ike Hiram of Tyre in Solomon's time, knew "the entire art of minute ornament" 
(Ruskin, Aratra Pentelice, 179). Gold and ornament are identified together in both the Old 
Testament and the Koran. David tells the women of Israel to take off their golden 
ornaments with the death of Saul. And Jeremiah mentions that God spoke in terms of 
ornaments of gold. The entire interior of the Temple of Solomon was sheathed in 
ornamented gold. Grace in the form of a cloud took possession of the Temple on its 
dedication. 
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Pascal, the great French Baroque mathematician and theologian, writes about grace in his 
Pensées and tells us much therefore about ornament. "Thus in grace," he observes, "the least 
action affects everything by its consequences; therefore everything is important" (§505, 139). This 
statement anticipates scientific "chaos theory".  It tells us how important ornament is for 
democracy. Today, in the Oxford English Dictionary, ornament is still a synonym for grace: 
but for a reference to the supernatural quality of grace, Pascal provides a crucial insight: 
"the two fundamentals; one inward, the other outward; grace and miracles; both 
supernatural" (Pensées, §804, 238). From Neolithic times, humans have sought to distill their 
knowledge by means of symbols and the picture language of ornament. Originally, these symbols of 
the cosmos and terrestrial nature had magical properties which helped to control, inf luence, 
predict and propit iate l i fe.  Ancient ornament was always tied to magic, mystery and 
symbol. It was always supernatural and represented Ancient man's awareness of super-
nature, deified, mythologized and embodied in civilization as theology and religion. When the 
Pharoahs and Akkadian kings deified themselves, ornament became political. Long before 
the appearance of the alphabet in the sixteenth century B.C., ornament had written its 
history in the temples, tombs and palaces of the Ancients. Ornament was one of man's 
earliest forms of truth, the wisdom of which assisted in the birth of civilization. 
The ornament, decoration and color of Owen Jones partake of a magnificent tradition. 
Jones took this Ancient Tradition of ornament and made it modern. But he never in his 
modernism lost sight of the Ancient. What distinguishes his modernism in the nineteenth 
century from the Modernism of the twentieth century is precisely this commitment to the 
past, to the whole world of history, and to what Martin Bernal calls in Black Athena, the 
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"Ancient Model" of history. All of Jones' formal principles of design are based on history and 
nature simultaneously. The Ancients derived their ornament from nature: Jones derived his 
propositions from historical ornament and proved that these same principles were to also be found in 
nature. The organic ornament of his practice derives from his theory and in this alone Jones is 
Modern. There is direct correlation between the authenticity of Jones' modernity and the theory of 
organic conventionalization which informs his practice. But Jones' agenda is rich and complex, 
cultural as well as civilizing, Oriental as well as Occidental, Ancient as well as Modern, concerned 
with being as well as becoming. He gave richly to the tradition of ornament. His vision of 
modernity was the sustenance and nurturing of the Ancient Tradition into the future, thereby 
enlarging rather than diminishing our inheritance. T h u s  i n  a  r e c e n t  b o o k  o n  o r n a m e n t ,  
S m e e t s  writes that "Ornament finds its roots in magic and symbolism."1Therefore, with intimate 
relations to pre-history, Solomon could correctly observe that ornament is fundamentally 
a matter of grace, that it m ainta ined the myst ic i sm  and m agic  o f  anc ient  t im es .  As  
knowledge, it is indeed glorious. 
O r n a m e n t  i s  t h e r e f o r e  m o r e  t h a n  a n  a d o r n m e n t :  i t  i s  t ruth .  Its application in  
arch i tecture  recent ly  has  resu l ted  in the  d iv o rce  o f  o rnam ent  and uti l itarian 
structure. We no longer understand today that the art  of ornament consti tutes the art  
of architecture and that it  is  the principal  reason that simple util ity can be endowed 
with higher values and a truth system. Dignity of structure resides in the ornament and 
decoration of the host.  T h e  p u r p o s e  o f  s t r u c t u r e  r e s t s  i n  i t s  e m b e l l i s h m e n t  
w h i c h  p r o v i d e s  meaning and a value system to util ity: ornament, as we shall see in 
successive chapters of this book, is  a language of grace and wisdom; util ity alone 
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cannot generate either meaning or truth. To quote Pascal facetiously; "If you care but 
little to know the truth,  h e r e  is  enough of i t  to  leave you in repose" (Pensées,  §226, 
63), 
Ornament has  a  part icu lar  aesthet ic  in  the rea l i ty  o f  repose, a feeling of mind 
which is more than an aesthetic and mo re than a  metaphys ic .  P asca l  knew that  t ruth 
g e n e r a t e s  r e p o s e .  S o  t o o  d o e s  o r n a m e n t ,  a s  grace, wisdom and truth engender 
serenity, peace and the inward feel ings  related to the spir it  and the spir itual  l i fe.  
Ornament has therefore a profoundly spiritual function, and this stands at t h e  r o o t  o f  
i t s  a r t ;  t o  u p l i f t  a n d  e n c o u r a g e  p e r f e c t i o n ;  t o  del ight  and beaut i fy;  to  enr ich our  
l ives with truth and grace;  to  sat is fy  o ur  souls  w i th  wisdom  and repo se .  One  m ust  
m easure  t h e  l o s s  o f  o r n a m e n t  i n  M o d e r n  a r c h i t e c t u r e  i n  c u l t u r a l  a n d  s p i r i t u a l  
t e r m s .    
O w e n  J o n e s  u n d e r s t o o d ,  a s  a  m o d e r n  i n  t h e  n i n e t e e n t h  cen tu r y ,  m uch o f  th e  
p l i g ht  o f  o ur  ce nt ury .  H is  theo ry  o f  ornament is  both instructive and dangerous. 
Therein lays one of t h e  p r i n c i p a l  f a s c i n a t i o n s  o f  o r n a m e n t ' s  r a t i o n a l i z a t i o n .  
Perceiving the loss of meaning in ornament with the Reformation, J o n e s  d i d  n o t h i n g  
t o  r e s t o r e  t h e  b a l a n c e .  H i s  t h e o r y  o f  c o n v e n t i o n a l i z a t i o n  
e m p h a s i z e s ,  r a t h e r ,  t h e  f o r m a l  character ist ics of  ornament:  truth in 
ornament is  the truth of sensation;  sensat ion generates repose, not meaning.  Jones 
threw i n  h i s  l o t  w i t h  s c i e n c e ,  w i t h  t e c h n o l o g y  a n d  b u s i n e s s .  H i s  inf luence was 
so enormous as to completely derai l  the content  of  ornament,  the value system of 
truth.  After Jones, ornament became the mere manipulation of forms in a decorative field. 
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Moderns discovered the implications of decoration and ornament as theorized and 
practiced by Jones.  In their architectural revolution they eliminated ornament by 
eliminating decoration which distributes ornament. As a modern h i m s e l f  a n d  a  
f u n d a m e n t a l  i n f l u e n c e  o n  b o t h  W r i g h t  a n d  L e  Corbusier, Jones must share in the 
blame. But Jones preserved m u c h  t h a t  M o d e r n s  a f t e r  h i m  a l s o  w a n t e d  t o  
e l i m i n a t e :  f o r  example, history, and nature, and the Creator. Jones also thought he was 
preserving ornament for the future.  He would have been horrified at its banishment.
 Jones is  too essentia l  a f igure in the history of ornament to neglect by lack of 
scholarship on his ornament and theory.  Rather, the key for the future is in a better 
understanding of this brilliant precursor of the Moderns so that we may learn from his 
m is takes  an d re jo ice  in  h i s  ac h iev em ent s .  We m ay  beware  h is  influence, but his own 
ornament has much to teach the present age of budding ornamentors. Abo v e a l l ,  Jo nes  
kept  a l iv e  the  essent ia l  t rad i t io n o f  repose in  o rnam ent and arch i tecture .  We are 
in desperate need of this spiritual tradition of repose in our age.  It is possible to rebuild the 
language of ornament so that grace, truth and wisdom shine in our architecture once again. 
The future may once again enjoy the art of architecture and the enrichment of culture 
that the art of ornament will  bring to our lives. The purpose of this book therefore is to 
contribute to the future revitalization of culture by studies in the art and theory of one of 
mankind's oldest visual languages: ornament. 
                                                          
1
 René Smeets, Signs, Symbols, and Ornaments, trans. Audrey Hutchinson from the 1973 Dutch ed. (New York, 
1975), 13. 
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Chapter 1: Ornament and Ornaments in Time and Society 
 
Towards a Definition of Ornament 
 
“The Bible says That Cultivated Life Existed First. Uncultivated Life comes afterward from 
Satan's Hirelings. Necessaries, Accomodations & Ornaments are the whole of Life. Satan took 
away Ornament f i rst.  Next he took away Accomodations. Then he became Lord and 
Master of Necessaries.” 
William Blake, "Annotations to Reynolds", 1808. 
 
 
Ornament is not a luxury: it is essential to life. Its banishment in the twentieth-century 
has impoverished not only our individual l ives but also our culture and civ i l ization. 
There  are  no  easy  re aso ns  fo r  t he  d em ise  o f  o rnam e nt  as  a  tradition in the visual 
arts. If one believes with Blake, o ne  can po s s i b ly  r eco g ni ze  t he  co m plex i ty  an d 
immensity of the loss. But one can also argue as does Brolin in his recent Flight of Fancy 
that the reforms in ornament of the n ineteenth-century  are  large ly  to  blame and that  
modernists  simply took the aims of these reformers to their rational conclusion. Brolin 
claims that ornament and decoration are synonymous according to the Webster Dictionary: 
indeed Noah Webster is as confused as many authors a re  o n  t h i s  po i n t .  T he  O x fo r d  
E n g l i s h  D ic t io n ar y  o f f e r s  a  clearer distinction between these two words: essentially 
ornament refers to the thing acting as an embellishment and decoration refers to 
 13 
everything which functions as embellishment, which may or may not include ornament. 
Ornament refers to the specif ic  visual entity and decoration refers to the distribution of 
the ornament in architectural  space. Decorat ion has therefore a  different agenda than 
ornament and it is dangerous from an intellectual stand-point to confuse the two terms. 
The whole of this introduction will attempt to make clear the difference between 
ornament and decoration as well as to offer theoretical bases for a proper understanding 
of them both. Only after defining the parameters of the subject can we turn to the 
extraordinari ly r ich and comprehensive art of one of the greatest ornamentors of all 
times, Owen Jones. One more point is worth stressing: this book is a history of a vital 
moment in the nineteenth-century. Beyond the introduction it is not a theoretical treatise. 
There  wi l l  be  no  cr i t ic i sm  o f  Jo nes 's  ornament from a twentieth-century stance.  
However, there is much in Jones which can teach us about the essential mystery inherent  in  
the ornament of the past and evident  in  his  own ornament. 
Ornament and Language 
Ornament is a visual language and intimately related to the structure of human languages.  "First,  
there is  mere gesticulation; then rosaries or wampum; then picture-language; then 
hieroglyphics, and finally alphabetic letters. These all consist of a translation of man into 
nature, of a substitution of the visible for the audible." So writes Coleridge the critic in his 
essay "On Poesy Or Art"1 which asserts that in communication, m em o ry  p lays  the  m o st  
im po rtant  part .  P icture- language ,  o r  ornament holds the mid-point  between the 
most  bas ic  form of  communication, gesture -- such an essential language in drama--and 
the most abstract of the language systems, the alphabet.  Ornament shares in the 
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qualities of both the ceremonial wampum beads and the rosary upon which the names of 
God, or prayers can be c i ted, rec ited, and chanted, and the hieroglyph with i ts  
pictorial abstraction. Ornament is further conditioned by the progressive tendency 
towards abstraction which languages take visually on the one hand and by the memory 
so necessary for t h e  m e a n i n g  o f  o r n a m e n t  o n  t h e  o t h e r  h a n d .  O r n am e nt  i s  
r e l at e d to  t h e  sym b o l  s t r u c t ur e  o f  l a n g uag e ,  i n  o t he r  words, pointing beyond itself to 
its meaning. 
S i n c e  o r n am e nt  i s  a  p a r t  o f  t he  s t r uc t u re  o f  h um a n  languages it is possible to 
assert that the meaning can never be known in its entirety, just as the words of a poem can 
never be thoroughly comprehended even by the most astute critic. Where meaning ends 
for the viewer mystery takes over and memory yields to imagination as part of the essential 
communicative experience. An analogy for this assertion can also be found in Coleridge's 
"Poetry and Religion": "both poetry and religion throw the object of deepest interest to a 
distance from us, and thereby not only aid our imagination, but in a most important manner 
subserve the interest of our virtues; for that man is indeed a slave, who is a slave to his own 
senses, and whose mind and imagination cannot carry him beyond the distance which his hand 
can touch, or even his eye can reach."2 
Ornament relates both to poetry and religion, and in its function as a human language, to 
that which exists beyond itself and which needs the imagination to bridge the gap between 
thingness and ult imate meaning.  As  a  v isual  language,  ornament has  had a  traditional 
role in furthering a transcendent experience which has enriched human life. Both Christian 
and Islamic ornaments are rich in their vocabulary of forms pointing beyond the material 
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facts to a transcendent view of heaven or the alam-al-mithal. S ince ornament is  a  part  
of  the language system it  has  and must  have the symbolic function of pointing beyond 
itself to its meaning. Much of the meaning remains therefore occult, although there is a 
class of ornament for which the meanings are more transparent. 
Towards an Iconography of Universal Ornaments 
T h e re  ar e  a  f ew  o r n am e nt s  w h ic h  ha v e  co m m a n de d  t h e  r es p ect  o f  a r t i s t s  a n d 
a r c h i te ct s  o v e r  t h e  ag e s ,  f ro m  o ne  civi l ization to another. The li fe of these 
ornaments reaches from the dawn of time to the twentieth-century and would form an 
e s se n t ia l  p ar t  o f  a ny  r ev i v a l  o f  se r io u s  o r na m e n t  fo r  t h e  twenty-first century. A 
civilization contributes only a few of these ornaments during its life, but once these 
ornaments enter the vocabulary  o f  the  v i sua l  t rad it io n they  are  ado pted by  successive 
civilizations with slight conventional modifications. These ornaments may be described as 
universal as opposed to the many local ornaments a civilization creates but which die with 
the passing of that civ il ization. The fol lowing is a l ist  of these ornaments with an 
attempt at deciphering their meaning. The universal ornaments are divided into two groups: 
cosmic ornaments, and terrestrial ornaments. 
The Cosmos 
The star is one of the earliest of ornaments. Five-pointed in Egyptian ornament and six-
pointed in Jewish ornament, the star also includes the seven points of Solomon and the eight 
p o i n t s  o f  i t s  r a y s  i n  I s l a m i c  o r n a m e n t .  A n  e m b l e m  o f  inte l l igence,  
genero si ty  and l ight ,  the  star  has  lo ng been associated with architecture as an emblem 
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of heavenly space and more literally as the vault of the sky. Its mystical association with the 
ceiling is described by Lethaby in his Architecture, Mysticism and Myth of 1892. Early myths 
deal with the relations of Earth with the twin star system of Sirius, the closest and 
brightest star to our sun and only six  l ight years away. The e a r l i e s t  r e c o r d s  o f  
c i v i l i z a t i o n  d e a l  w i t h  t h e  p o l a r  confrontat ion between the pr iest  and the 
architect  which is  resolved by the intervention of Isis from Sirius.  
The chevron is another extraordinarily old and persistent ornament. An emblem of the River of 
Life, the transmission and transformation of knowledge (l ight), and the earl iest symbol 
related to Man (the constellation of Aquarius), the chevron has b ee n  ad o p te d  a s  a n  
o r n am e n t  b y  a lm o st  e v e ry  c i v i l i z at i o n .  Popular and almost exclusive as an ornament 
to Primitive art  (especially Polynesian and African), the chevron was ubiquitous in the 
ornament of Art Deco during the 1920's and 1930's. The emphasis on catenary curves, calculus, 
electrical energy and its transmission, points to the increasing relevance of the chevron for the 
millennium. It mysteriously persists as a symbol of its age, and indeed of all ages. 
The spiral is an ancient ornament3 and is based upon the c i r c l e ,  t h e  s q u a r e  a n d  
t h e  t r i a n g l e .  F i r s t  r e c o r d e d  i n  civilization during the Egyptian period, the spiral 
represents the unfolding of creation, the life-force of the seed (DNA), and is specifically 
related to the hemp plant in its suggestion of coiled rope. It is an emblem for the silver 
thread that unites earthly and heavenly (or spiritual) l ife. It is also a symbol for the loss 
of the or ig inal  paradise  on earth,  whether the Biblical Garden of Eden or the Finnish 
Kalevala. 
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A cosmic symbol uniting air and fire, the golden arch is a goldsmith's ornament frequently 
adopted by artists for painted decoration. While an ornament in itself, as a motif, it belongs 
to the trefoil and quatrefoil of the Gothic period. Being the bridge of light between heaven and 
earth, it may be identified with the rainbow, a gift of God promising future continuity of life on 
earth. 
E m b l e m a t i c  o f  t h e  i n t e r s e c t i o n  b e t w e e n  t h e  w a r p  (vertical) and the woof 
(horizontal), the cross is an ancient ornament associated with the oldest craft of 
weaving. Symbolic of the earth (when placed within the circle) and of the salvation o f  
mank ind by  Jesus  Chr is t ,  the c ross  may  be em ployed as  a  singular ornament, or in a 
field where the void is the cross and the figure is the swastica of good rather than evil fortune. 
The cross is also one of the earliest ornaments to be structuralized, forming the plan of Old St. 
Peter's in Rome and remaining the typical shape of the plan for Christian churches and 
cathedrals until quite recently. 
An ornament  thro ugho ut  the East  and Cel t ic  I re land,  emblematic of good fortune 
and the Wheel of Fortune, the swastika is an activation of the cross and is integral to the 
nature and quality of the heart. As such it is an emblem of the emotions. Maligned by the 
Nazis who reversed its direction from right to lef t ,  thi s  ancient  ornament  has  fa l len into  
d isrepute.  I ts  reintegration with history as the true symbol of good fortune depends 
upon the recognition that universal ornaments which are deliberately corrupted from the 
original have the power to lead c i v i l i z a t i o n  a st r a y  w he n  s y st em a t ica l l y  em p lo y e d fo r  
e v i l  purposes with respect to territory, power or treachery. The fate of  the  swast ica 
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sho uld  warn those  who attempt  to  create  an  atheistic ornament that by so doing they 
imperil the health and vitality of civilization. 
Emblematic of the duality or triplicity of the cosmos (and by extension the earth), the 
traditional yin-yang ornament re f lects  the d iv is io n o f  rea l i ty  into  i ts  po lar  o ppo si tes:  
pos it ive  and negat ive;  thes is  and ant ithesis ;  and male  and female. Red and black are 
the traditional opposites in the color of this ornament. But black in this case is symbolic of 
green, and red is relative to the color with which it is juxtaposed. In this case red is 
emblematic of the courage, virility and life which emerge from the chaos of negativity and 
death. 
An ancient Egyptian ornament, the diaper can be employed as an ornament in itself or a 
means to distribute other ornaments. As an ornament, the diaper or grid represents the ma'at 
or force field which, the ancients believed, related the events in one part of the diaper to 
the rest. The diaper therefore has its origins in the miniaturization and application of 
cosmological ideas to the specificity of place and space. Notably the diaper was the only 
ornament which Le  Corbusier accepted although his use of  it  remained more decorative 
than ornamental. 
Finally, the fret is an abstract border ornament which terminates the decorat ion in an 
ent irely geometr ic  pattern.  Common in simple forms to Egyptian ornament, the fret has 
been adopted by almost all the great styles of ornament throughout the ages. It spread from 
Egypt in northeastern Africa to China in n o r t h e a s t e r n  A s i a .  I t  h a s  b e e n  e s p e c i a l l y  
p o p u l a r  t o  t h e  Classical tradition of ornament and widespread in Mayan ornament. It  also 
embodies a system of Pythagorean numbers which have mystical significance. 
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W h a t  a l l  o f  t h e s e  c o s m i c  o r n a m e n t s  h a v e  i n  c o m m o n  visually is a reliance on 
simple and severe abstraction. Many are  re lated to s imple mathematics  and are  thus 
the ear l iest  effort of humans to turn primitive science into art. Furthermore they embody a 
primitive form of transcendent knowledge about the universe translated into a specif ic,  
mater ial  form. Many of  these ornaments predate the dawn of civil ization and are thus 
among the earliest records of human knowledge and consciousness. 
Terrestrial Ornaments 
As mankind concretizes his experience of the cosmos in the specificity of individual 
ornaments and gives a materiality t o  t h e  m o s t  a b s t r a c t  o f  e x p e r i e n c e s ,  h u m a n s  
t u r n  t o  t h e i r  immediate context and begin to spiritualize nature. With few exceptions 
the universal ornaments which deal with life on Earth are based upon the human experience 
of nature. For the early ornamentors, nature was seen largely in mythopoeic terms in which 
gods or God resided in the individual forms they adapted to decorate their architecture or 
the util itarian objects of their homes. Nature was therefo re  a  sp i r i tua l  o ne  unl ike  the 
de-m ytho lo g ized,  scientific nature of today. The individual forms selected from nature by 
the original ornamentors are shrouded in a mystical past and are the products of thought 
which has unfortunately been lost. Some of the richness of primitive thought emerges in the 
attempt to discover the i c o n o g r a p h y  o f  t h e s e  u n i v e r s a l  terrestrial ornaments. 
The rosette is an Egyptian ornament symbolizing the signs of the Zodiac and the 
constellations. Thus it relates to time: the months of the year, the divis ion of the hours 
of day and night. Later it could embody the twelve tribes of Israel and the twelve Disc iples  
of Christ .  More recently  i t  re lates  to  the division of the foot into inches and the bonding 
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sequence of the D NA. Based upon the lotus  f lower,  t he roset te  is  la rge ly  a  
metaphysica l  idea  re lated to  the perfect ion  o f  man and h is  election into heaven. 
The lotus is another Egyptian ornament symbolizing Upper Egypt and the power of its 
Pharoah. If the spirit of animals and shepherding belongs to Abel (the Shaman), and the spirit of 
craft and the city is representative of Cain, the spirit of vegetation b e l o n g s  t o  E n o c h  
o r  K i d r a .  R e f l e c t i v e  a n d  m e d i t a t i v e  contemplation on the mystery of creation 
embodied by the lotus yields the realization of the supreme beauty of the spiritual realm 
in the material universe. Today the lotus is an eastern rather than a western ornament, 
the Blue Lotus representing the concretizing of the spiritual in the material. Its 
iconography in the west has been appropriated by the rose. 
The papyrus is an ornament associated with Lower Egypt. It was used to decorate the 
capitols of Egyptian columns as well as the prow of Egyptian boats. Emblematic of structural 
form and with the rituals of death, the papyrus provides the "tabula rasa" of paper for the 
hieroglyph, and may be related to the form giver Ptah as the hieroglyph is related to Thoth. 
An Assyrian ornament borrowed from the east, the Tree of Life may be associated with the 
Garden of Eden where it became t h e  f o r b i d d e n  f r u i t  a f t e r  t h e  f r u i t  f r o m  t h e  T r e e  
o f  t h e  Knowledge  of  Goo d and Ev i l  had been eaten by  Adam  and Ev e.  Emblematic of 
Paradise, the Tree of Life remains an elusive idea. A s  a  t r ee  i t  i s  as so c ia t e d w it h  
a r c h i te ct u re  a n d wi th  t h e  development of the alphabet. 
Symbolic of the will to life expressed by the Tree, the continuous stem is a fluid arabesque 
design which can cover both regular  (border)  and i r regular  (spandr i l )  shapes.  Em ployed 
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especially in Persian and Indian design, the continuous stem is a k e y  co m p o n e nt  o f  t he  l i f e  
a n d  b lo o m  o f  t h es e  de co r at io n s ,  act iv at ing  the  sur face as  i t  does with undulat ing,  
l yr ica l  c u r v e s .  T h e  d i s c o n t i n u o u s  s t e m  g e n e r a t e s  a n  a s y m m e t r i c a l  pattern. 
Primarily employed by the Chinese as a second ground, it stands between the motif and 
the field as a third layer of visual information. 
The Vitruvian Scroll was popularized by Greek ornament and adopted as an iconic 
Roman ornament. Originally, however, the scroll is an Egyptian ornament with wonderful 
abstractions which suggest not only the waves of the Nile or the Mediterranean Sea, but also 
cosmic waves of energy by virtue of its association with the spiral. The Vitruvian Scroll links 
up with the spiral and the cont inuous stem in one of  the pr incipal  fami l ies of 
ornamental  form,  re lat ing the world of nature on earth with cosmic nature. A further 
bond between heaven and earth is the c o r r e sp o n d e nc e  b et wee n  th e  co s m i c  c h ev ro n 
a n d  t he  e a rt h l y  Vitruvian Scroll. A difference in shaping rather than structural form 
underlies the correspondence, the difference primarily of the curve  and the s tra ight  
l ine .  In  i ts  ce lebrat ion  o f  the curve ,  the  V it ruv ian  Scro l l  h ints  at  i t s  co smic  
der iv at ion (curves are celestial in China) and at the same time describes i t s  r e l a t i o n  t o  
a n  i d e a l  v e r s i o n  o f  t h e  o c e a n  t h r o u g h  a  regularization of the waves. 
An ancient symbol of unity in multiplicity, and multiplicity in unity, the pomegranite  is  
associated with the Eg y p t ia n  go d  Am o n a nd  w it h  As sy r i a n  r i te s .  Decreed an ornament 
of the hem of the ephod for His Temple (Exodus 28: 33) J e ho v a h  l i n ke d t h e  po m e g ra n i te  
t o  t he  be l l  a n  a l te r n at i n g  pattern of an ABAB rhythm: these are two ornaments which act 
as l iving statements concerning His Power and Glory. Implicit in the pomegranite are two 
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essential lessons of nature: (i) that the seed contains within itself both the tree and the fruit; 
and (ii) that the fruit is the reason for the tree and the purpose for the planting of the tree by the 
Gardner and Creator. 
Blessed by Jehovah with the pomegranite as one of His ornaments,  the bell itself 
defines one of the original meanings of ornament as a "useful accessory".The bell is related 
to Time in that its sound punctuates and counterpoints the continuousness of silence. The 
bell also signals the transformation of earth from its present reality into a heavenly reality. 
The Mandinkas of West Africa have a legend that when the bell is rung without sound, then the 
transformation of the reality of earth to a heavenly reality will be complete. The bell, the book and 
the candle also emblemize the Magi and the Order of Melchizidek to whom Abraham gave 
tithes. 
The  anthemio n is  a  convent ional i zed Greek ornament,  adapted through Assyrian 
variants from the original  Egyptian l o t u s  ( s e e  A l o i s  R i e g l ,  S t i l f r a g e n , 1 8 9 2 ) .   
E a r l i e r ,  nineteenth-century writers such as Owen Jones in his The Grammar of Or nament  
( Lo ndo n,1856) ,  tho ught  that  the  anthem ion had been conventionalized from nature and 
the honeysuckle flower, but this opinion was overturned by the turn of the century theorists 
of ornament such as Riegl and Goodyear who do not, however, make clear the 
intermediary role of Assyrian ornament in its evolution from the conventional lotus. 
Conventionalization may be directed either at  nature,  or at  ornaments  themselves  
convent ionalized from nature,  and may be conservative or radical in its  subsequent 
tradition. The anthemion does not have the religious iconography of the lotus; its purpose 
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was aesthetic and its function was to grace the surfaces of vases and temples as an element of 
beauty rather than knowledge. 
Frequently employed in Greek ornamental borders as a link between anthemions, the 
palmette spread through the Hellenic civ i l ization.  The palmette became dominant 
throughout northern Turkish, Persian and Afghan culture as an independant ornament. 
Exotic versions of the palmette in the East recall flowers aflame with light: flowers of the ideal 
rather than the natural garden. 
The acanthus is a universal Greek ornament symbolizing the spirit of vegetation. Out of 
the death and decay of winter comes the rebirth of spring from the earth which is itself 
an emblem of the perpetual cycle of death and life. The acanthus thus emblemizes the 
greatest paradox of life: of good emerging from evil; of life emerging from death. The 
acanthus is also an emblem of the color green which represents the median color, the height of 
solar activity and the color of most vegetation. 
An ornament emblematic of the elect of heaven, the rose is also a symbol of female 
virtue (Dante's Beatrice) and the ultimate secret of the Sufi garden of black light. The rose 
has been traditionally the symbol of divine beauty in the natural order. The mystery is that 
so much sensual beauty is associated w it h  t he  r o se .  B o t h  sm e l l  a n d s i g h t  a r e  i nv o l v e d  
i n  i t s  appreciation. The five petaled Tudor rose introduces the subject and symbol ism of 
color in the rose:  red for love,  white for purity, and yellow for friendship. 
The egg-and-dart has a dual meaning and may derive from the temple sacrifice and 
feast as George Hersey believes. The egg is a symbol for the mystery of creation and has a 
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dual nature --  a revealed and a hidden agenda. The mystery of the egg is  that it takes 
two forms of life -- that of itself, and that of i t s  parent  - -  to  br ing  into  be ing  the  so c ia l  
independence ,  mobi l i ty  and o ppo rtuni ty  for  f reedom that  s igni f icant  l i fe  requires. 
The mystery of the egg is precisely its transformation from a dependent gestalt to the 
freedom of space identified with the bird. The dart symbolizes the power of death: together, 
the egg and the dart emblemize the reality cycle (see Feather). 
T h e  z i g g u r at  sym bo l i z e s  t h e  po we r  o f  t he  s q u a r e  i n  motion, energizing each side of 
the square with the chevron. The z i g g u r a t  c o n t a i n s  t h e  s e c r e t  o f  t h e  c a l e n d a r  ( t i m e  
a s  a  repeatable event), the hierarchy of planetary (cosmic) powers, and the seven sacred 
colors. Contained within the ziggurat is the cross and the chevron. The ziggurat is a 
compound of ornaments and emblemizes in its  hidden theology,  the seven days of the 
w e e k ,  t h e  s e v e n  v i r t u e s ,  t h e  s e v e n  s y m b o l i c  e s s e n c e s  o f  architecture (see Ruskin), 
the seven pointed star of Solomon, the seven chakras and the seven prophets. 
An ornament which symbolizes the transformation of the deadly scorpion into the eagle 
of St. John and finally into the Phoenix of paradise, the feather was prominent in Egyptian and is 
essential to Moorish ornament. The feather also refers to the Simurg (see Attar, Parliament 
of the Birds) and the Roc (see Lane’s trans., One Thousand and One Nights) and is an emblem 
for the three sacred animals -- the bird, the dog and the stag. The Beni bird of Africa has long 
been associated with the "son of man" and the Hopi bird is blessed with the caligraphy "Allah" 
on its body. In the west, the sacred bird is the sparrow  waiting for Joseph. Ruskin, William 
Morris and the architects Philip Webb and C.F.A.Voysey attempted to  revive the bird as 
an ornament from the mid-nineteenth century to the early twentieth century. 
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A very complex border pattern, the interlace has been em plo yed in  Co pt ic  
(E th io pian) ,  Ce l t i c ,  V ik ing  and Mo o r ish  o rnam ent .  B ased upo n d iaper  pat terns  
super im posed upo n one  ano ther ,  the   inter lace  def ie s  the c l in ical  and P ythago rean 
definitions of dimensionality, being neither perfectly flat nor yet three-dimensional. The 
interlace depends rather on fractal mathematics which describe the reality between the 
dimensions proper. 
The Chinese cloud is a symbol of the heavenly realm as wel l  as  the myst ical  world of  
the Second Ocean.  The Chinese  cloud frequently accompanies the celestial Green Dragon, 
and its curves are representative of heavenly power -- "straight lines lead to trouble" 
(Chinese proverb).  The cloud is  symbolic of heavenly authority which the Chinese 
considered supreme -- "As above, so below" (Chinese proverb). 
The trefoil is a Medieval ornament combining the foil or the golden arch in a 
Pythagorean synthesis of the first three prime numbers, representing the monochord's 
tonic, octave and 5th. The conventional hierarchy of Father, Son and Holy Ghost 
emphasizes, as Christ does, the importance of the Note, above all, a n d  t h e n  t h e  5 t h  
w h i c h  r e p r e s e n t s  t h e  H o l y  S p i r i t  o r  t h e  Comforter. The color of the trefoil is yellow, 
also the color of Christ and the tribe of Simeon. The Medieval ages produced four 
universal ornaments. The trefoil is especially related to the fleur-de-lys (note that in the 
trefoil's primitive form it represents the clover) and obviously to the quatrefoil. The Tudor rose is a 
development of the number 5 and completes the universal ornaments bequeathed by Gothic 
Europe: more than any civilization since the Egyptian and the Greek. The importance of the 
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trefoil for the correspondence psychology of Medieval Europe cannot be stressed enough.  
Symbolic s ignif icance was seen in every detail of Medieval life. 
The quatrefoil completes the original four Pythagorean numbers which yield FORM. 
The Egyptian potter God Ptah is the fore-runner of the Greek Jupiter, and is the god of form for 
both civilizations. Ptah is the original architect: the consonants P and T are essent ial ly  
form making sounds;  the T yielding the T-square and right angle conjunctions; the P 
yielding the circle and benevolence of God. Form is essentially spiritual for Medieval life -- the 
word made flesh. The power of four optimizes the primary variation needed to maintain 
the paradox of unity in variety and variety in unity which we find in Nature. The four-leaf 
clover is a symbol of good luck: the ult imate paradox of form is that salvation is to be 
found in the flesh, the form of corruption and death. The quatrefoil is also related to the 
four petal  daisy,  an emblem f o r  t h e  p e a r l s  o f  r e l i g i o n .   
E m b l e m a t i c  o f  t h e  V i r g i n  M a r y  a n d  d e r i v i n g  f r o m  a conventionalization of 
nature's lily, the fleur-de-lys is one of the few floral universal ornaments to appear since the 
anthemion, and is very close to early palmettes. An exquisite ornament the emblem recal ls  
the l i fe of Anna her mother,  their  own l ives weaving the temple veil, the miraculous birth 
of Jesus (Isa), the teaching and death of her son and her ascension into heaven. The term 
"Merry England" refers to Catholic England which celebrated the Virgin and the way of l i fe 
Pugin wanted to revive in his architecture. The ornament is also related to the trefoil and by 
extension to the Medici's emblem of the three balls or circles which is also related to the 
trefoil. 
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A symbol of love and charity, the most potent force in the universe, the heart is by 
extension a symbol for Friendship, Fellowship and Brotherhood. The heart's color is red, the red 
of Abraham and Michael and not the red of anarchy. The heart is  also part of the Sufi 
emblem where the heart is given the wings of grace or the Comforter. The heart is semiotically 
related to the hearth, the center of the northern European home. A symbol of the five suits of 
the mystical Tarot (and of playing cards where it gives its own name to the game of 
"Hearts"), the heart is essentially an emblem for intentionality or hima, a root for a l c hem y .  
U n d e r st a n d i n g  d e r i v es  f ro m  t h e  h ea r t  a n d  n o t  t he  intellect: the greatest good and 
evil are therefore products of the heart. The heart is fundamentally affected by the 
primary c h o r d  a n d  h a r m o n i c  s e q u e n c e  o f  1 ,  3 ,  5 ,  8 ,  1 3  e t c . ,  a n d  consequently to 
the spiral and other harmonic forms based on the golden section. 
The tear or paisley is the symbol of the Mercy of God. Ar-Rahman is the f irst of the 
one hundred t iers of Al lah and emblemizes the water of knowledge (see Chevron) which is 
poured from the vase of the celestial maiden. The gift of mercy brings both truth and 
fr iendship to man. In China,  Kuan Yun is  the bodhisattva of Mercy and a female goddess 
like the "Star" of the Tarot which is a symbol for the constellation of Aquarius. The tear is  
related to the pearls of the Koran which reveal the beauty inherent to suffering. A 
symbol of the mystical third ocean, of Karl Popper's World III of objective knowledge, 
the tear may also be associated with the Jasmine which the prophet Mohammed saw after 
his vision of heaven. The tear he shed over the vision relates the tear to the symbolism of 
the rose (see also lotus and rosette) and to the ruby, wine and daisy of Sufi mystical poetry. 
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C o m m o n  to  t he  pa i s le y  p a t t er n  a n d to  M o g h u l  d e s i g n  i n  I n d i a ,  t h e  t e a r  m a y  a l s o  
r e p r e s e n t  the ornamental comma, the raindrop and the numbers 6 or 9. 
The leaf is related to the acanthus as both are emblems for the seasonal passage of 
time from spring to winter. Life, death and the triumph over death by spring are intimated 
by the division of time into four parts. The leaf is an emblem for all leaves, e s p e c i a l l y  t h e  
r o s e  l e a f .  O n e  o f  t h e  s e c r e t s  t o  l i f e  a n d  integral to human existence as the producer 
of oxygen, the leaf symbolizes the color green. The color of ecology,  Is lam and K i d r a ,  
t h e  l e af  i s  i de n t i f ie d  w i t h  t he  h i g he st  p ro d u c t iv e  activity. A symbol of the Garden of 
Eden and Mohammed's vision of the sacred gardens of paradise, the leaf is related to the 
Tree of Life, and the sacred olive and date. In the nineteenth century the leaf became an 
emblem for al l  the laws of design related to the conventionalization of form. Note that 
as the most persistent and universal of ornaments (see Owen Jones, The  Grammar of 
Ornament), the leaf is related to the tear and other o r n am e nt s  co n st r uc t e d by  t he  go l de n  
s e ct io n  s p i r a l  ( i .e . ,  anthemion, Vitruvian scrol l ,  cont inuous stem, palmette,  the 
heart). 
The  tartan  sym bol i zes  the cu lt  o f  the  warr ior  and a  system for  the instant  
reco gnit io n o f  f r iend or  enemy.  The tartan partakes of the iconology of the diaper but it 
offers a further gestalt in being a series of significant dualings of the diaper which allow for 
multiple pattern differentiations in which line and color choices are crucial for recognizable 
patterns. The gestalt of the tartan relates to genetic history and the clan tree; as such it is 
related to those ornaments dealing with the Tree of Life -- the continuous stem, the leaf, the 
acanthus leaf, t h e  b e l l ,  e t c .  O r i g i n a l l y  w o v e n ,  t h e  t a r t a n  r e f l e c t s  t h e  importance of 
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ornament in the visual history of a people in that weaving is traditionally considered the oldest 
craft (G. Semper). Introduced by Frank Furness into American architecture, his pupil Louis Sullivan 
made the most of this principle of geometry in his ornament. 
There is another class of ornaments which also have an iconography: geometric 
ornaments. Most frequently employed in Is lamic ornament,  geometric ornaments were 
also very popular  during the Victorian period. The universal  cosmic and terrestrial  
ornaments begin to wane during this same period, although Jones was insistent in his 
use of the anthemion. The fault must be laid at Jones's door because he proscribed copying 
from historical sources and believed that only the principles governing historical 
ornaments were to be employed by designers. Blake's rule for learning art, "copy forever" 
was dismissed in the search for a modern Victorian style based upon the forms of nature. 
Ornament and nature 
The rosette, lotus, Tree of Life, pomegranite, anthemion, continuous stem, acanthus, palmette, 
fleur-de-lys, feather, rose and the leaf  are  al l  universal  forms of ornament based upon 
nature. Most of these ornaments have transcendent meanings but equally important the 
spiritual meaning is also concretized in the materiality of the ornament. If these ornaments 
point beyond themselves to categories of thought which transcend material existence, 
nevertheless ornaments like the human body have the power to make these spiritual 
meanings evident in material form. This duality of function with respect to meaning is an 
essential quality of the language of ornament and seen very clearly in the ornaments which 
derive from nature. 
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E a r l y  o n  i n  t h e  l i f e  o f  c i v i l i z e d  m a n  n a t u r e  h a d  a  mystical and spiritual 
dimension which has been lost with the i n c r e a s i n g  s c i e n t i f i c  e x p l a n a t i o n  o f  
o u r  t e r r e s t r i a l  surroundings. Science has de-mythologized and de-spiritualized nature: 
rivers are no longer gods and lightning is no longer the weapon of Jupiter. The Romantics tried 
to recapture some of the essential mystery of nature in their transcendental theories and 
Coleridge is  a prime example of this approach. The Romantics influenced the entire 
nineteenth-century with their ideas and Owen Jones fell under their influence in a broad 
and cultural way. To repeat, however much ornament points beyond the facts of material 
existence to a transcendent vision of life; nevertheless it also concretizes the spiritual in 
material form in much the s a m e  w a y  a s  t h e  h u m a n  b o d y  s y n t h e s i z e s  t h e  
e m o t i o n a l ,  i n t e l l e c t u a l  a n d  s p i r i t u a l r e a l i t y  o f  t h e  m i n d  i n  t h r e e - d i m e n s i o n a l  
m a t e r i a l  existence. Mystery and revelation are simultaneously present in the structure of 
ornamental meaning. Nature has been a source for ornaments because of the beauty,  
per fect ion and subl imity  o f  i ts  c reat io ns .  For  the nineteenth-century God was seen to 
stand behind the facts of His nature and a special attempt was made to educate the designer 
to the full range of His creations. What appealed to Jones was the richness and variety of 
local f lora and fauna which could be adapted to ornament. Flowers and leaves are the 
preponderant part of the ornamental tradition. In fact, about 1300 of the 
approximately 2400 examples of ornament given by Jones in his Grammar are taken from the 
flowers and leaves of nature. Many of these examples are local ornaments peculiar to 
the stylistic tradition of the c u l t u r e  w h i c h  g en e r a te d  t h em .  I n  o t he r  wo r d s  t he y  a re  
n o t  universal ornaments, but are examples of the hold that nature has had on the minds of 
art ists for mil lenia.  The Gothic age is  particularily rich in its adaptions of nature to 
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architectural ornament but is by no means an exception. The Goths too treated nature 
spiritually, identifying the Creator with their works. 
Jones certainly had a point in including so many of the o r n a m e n t s  o f  n a t u r e  i n  h i s  
G r a m m a r .  O n e  i s  l e f t  w i t h  t h e  impression however that the Creator in the Grammar is not 
only an artist but also a scientist. The rational for the selection of ornaments for the 
Grammar is not so much the diversity and beauty of nature's forms but the rules of design 
which stand behind these forms. In his Preface to the Grammar  Jones asserts that 
"whenever any style of ornament commands universal admiration, it wil l  always be found to 
be in accordance with the laws which regulate the distribution of form in nature". These 
laws are by extension the laws of God who created nature and by following His precepts one 
could arrive at an ornament which also possessed the beauty and truth of the original. "That 
which is beautiful is true: that which is true must be beautiful" observes Jones in 
Proposition 5 of his "General Principles": the beauty and truth of nature are the work of 
the Artist/ Scientist. It is typical of the mid-century that science as employed by Jones has 
not lost its rel igious bearings. But ornament would never be the same after these 
assertions: its basis in science would broaden and the Creator of Jones would yield to 
eighteenth-century pantheism and nineteenth-century notions of progress and evolution. By 
the end of the century Jones's belief in beauty and truth would also yield to ugliness and 
sublimity as alternative aesthetic criteria for ornament. 
Ornament and History 
The problem of ornament in the nineteenth-century lay not so  much with nature  as  with 
Jones 's  v iews towards h isto ry .  A l t h o u g h  J o n e s  h a d  a m a s s e d  a  w e a l t h  o f  n e w  
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o r n a m e n t s  t o  illustrate in his Grammar and although he had borrowed some 25% of the 
illustrations from previous authors, nevertheless he felt compelled to offer these to the 
reader with his proscription against copying.  Jones fe lt  a commitment to the past not 
in t e r m s  o f  t h e  i n d i v i d u a l  o r n a m e n t s  p r o d u c e d  b y  s u c c e s s i v e  civilizations but to 
the principles of ornament which universal and local ornaments generated. What he in fact 
did was to apply the principles governing form in nature to the ornaments of the past and 
find these principles derived from nature in accordance with histor ic  ornaments.  Nature 
and h isto ry  became blurred thereby, history being an i l lustration of nature and 
nature i l l u s t r a t i n g  t h e  h i s t o r i c a l  p r o c e s s .  J o n e s  a l s o  r e a d  t h e  progress of 
civilization in terms of an organic model, seeing in the l ife of civi l ization a youth, maturity 
and old age:  "the modifications and developments which have taken place from one style 
to another" he writes in the Preface to the Grammar "have been caused by a sudden throwing 
off of some fixed trammel, which set thought free for a time, til l  the new idea, l ike the 
old, became a g a i n  f i x e d ,  t o  g i v e  b i r t h  i n  i t s  t u r n  t o  f r e s h  inventions." There is 
no account of the survival of universal ornaments,  nor of  their  conventionalization into 
a new style .  His identif ication of nature with history is  c learest in the following passage 
from the Preface: 
the future progress of Ornamental Art may be best secured 
by engrafting on the experience of the past the knowledge we 
may obtain by a return to Nature for fresh inspiration. To 
attempt to build up theories of art, or to form a style, 
independently of the past, would be an act of supreme folly. It 
would be at once to reject the experiences and accumulated 
knowledge of thousands of years. 
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B y  i d e n t i f y i n g  n a t u r e  w i t h  h i s t o r i c a l  p r i n c i p l e s  J o n e s  w a s  attempting to generate a 
modern style of ornament which would in t u r n  s e c u r e  a  n e w  a n d  m o d e r n  a r c h i t e c t u r a l  
s t y l e .  B u t  t h e  principles of ornament deriving from nature and history were so abstract as 
to void al l  sense of the specif ity  of historical  style in the genesis of a new ornament. 
Essent ia l ly  Jones banished in theory  a l l  revivals  o f o r n a m e n t  f o r  t h e  f u t u r e  a n d  
e v e n  a n  e c l e c t i c  a p p r o a c h  t o  histor ical  ornament which he himself  practiced but 
preached against. Modernism in ornament became associated with abstract principles: the 
fabric of history was rent. Theory and practice became divorced as the plates of the 
Grammar were dependant upon t h e  c o p y i n g  o f  p a s t  s t y l e s  o f  o r n a m e n t  f r o m  h i s t o r y ,  
s o m e  nineteen styles in Jones’s encyclopedia, yet the theory countered this practice for 
the sake of the progress and development of ornamental art. Universal styles of ornament 
could no longer command the respect of  the des igner  and the univ ersa l  o rnam ents  
were le f t  in  a  vacuum, prohibited and proscribed. The ornaments of the past co uld 
no longer  in  theory  mediate  between the past  and the present. One of the essential 
functions of ornament to mediate between culture and architecture was eliminated. Despite 
Jones's great  h isto r ica l  acu ity ,  a  mo rtal  b low was  lev eled  aga inst  history by him. The 
increasing tendency towards abstraction in o r n a m e n t  a n d  t h e  u n f o r t u n a t e  t e n d e n c y  
t o  d i s m i s s  h i s t o r y  altogether, which he never in theory or practice countenanced, would 
be part of his legacy into the twentieth-century. 
Just because Jones reduced history to a set of principles does not mean that we should 
disregard those principles. They are, after all, based upon the precedents of history. Jones 
was concerned that a modern ornament would maintain the continuity of the past into the 
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present, but this would be a formal rather than an iconographic continuity. There is in fact no 
testimony to the iconography of o r n am e nt  i n  J o n es ' s  G r amm a r ;  t he r e  v i s u a l  
precedents hold sway over intellectual meaning. Fortunately Jones was not so dogmatic in 
his original designs. Later in life he mellowed towards historical ornament and even 
towards those styles of ornament such as the Chinese and the Turkish which he had 
condemned in the Grammar. His principles have a universal validity because they derive 
from historical prototypes and from nature  which  has  been the  key  source for  the 
generat io n of  ornaments in the past. But we should beware Jones's denial of t h e  
s p e c i f i c  f o r m s  o f  h i s t o r i c a l  o r n a m e n t  a s  w e l l  a s  h i s  proscription against copying 
the forms of the past.  Now that modern civilization no longer has an ornament of its own 
Jones's principles offer a valid starting point in so far as a formal theory goes; but there 
is more to ornament than its form. And w h y  s h o u l d  w e  w h o  a r e  b e r e f t  o f  
o r n a m e n t  o f  a n y  k i n d  b e  iconoclast ic towards the universal  ornaments of the past 
or towards their rich iconographic tradition. In order to bridge the hiatus  of  the legacy  
of  the Internat io na l  Sty le  future ornamentalists should enlist the full agenda of the 
ancient ornamental tradition. 
Ornament and Religion 
There have been few patrons of ornament as gracious as the religions. The Old 
Testament contains important descriptions and prohibitions as to what constitutes ornament 
in the building of the sacred tabernacle and the temple of Solomon. These ornaments  
were a l l  wro ught  in  prec io us m ater ia l s .  But the proscriptions as to what were to be 
included as ornaments were severe, although they constitute the fruitful basis of Islamic 
 35 
ornament in the future. First, God forbade the making of "any graven image, or any 
l ikeness of  anything that  is  in  heaven above, or that is in the earth beneath, or is in the 
water under the earth:" (Exodus 20:4 and see also Deuteronomy 4:16-19 and 
Deuteronomy 5:8).  As we shall see in Chapter III the Victorians had a partial way out of this 
proscription by the abstraction of ornaments based in nature. The first ornaments which God 
allowed the Israelites were three-dimensional cherubim, emblems of heaven which terminated 
the ends of the Seat of Mercy. The mercy seat was to be placed above the ark of 
testimony which sheltered the second tablets  of  stone upon which God had inscr ibed 
the Ten Commandments. From between the cherubim God would commune with the 
Israel ites.  The cherubim were to be made out of gold and "the cherubim shall stretch 
forth their wings on high, covering the mercy seat with their wings, and their faces shall 
look one to another; toward the mercy seat shall the faces of the cherubim b e "  ( E x o d u s  
2 5 : 2 0 ) .  T h e  s a m e  c h e r u b i m  w e r e  a l s o  t o  b e  represented in two-dimensional work 
upon the vail which separated the ark and the mercy seat from the altar: " And thou shalt 
make a vail of blue, and purple, and scarlet, and fine twined linen of cunning work: with 
cherubims shall it be made" (Exodus 26:31). The gold candlestick celebrated in the relief 
from the Arch of Trajan also had ornaments sanctioned by God. Each of the six branches 
had a knop, or flower bud, and a flower of the almond tree as well as bowls made of 
almonds. The candlestick was to be of beaten work rather than cast.  Finally  from the 
Pentateuch there is  the descr ipt ion of  the ephod given by  God to  Moses wherein the 
hem of the ephod is ornamented with pomegranites and bells in an ABAB pattern:"And 
beneath upon the hem of it thou shalt make pomegranites of blue, and of purple, and of 
scarlet, round about the hem thereof; and bells of gold between them round abo ut: "  (Exo dus 
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28:33) .  No tably ,  with the  except io n o f  the  heavenly cherubim, the ornaments derive 
from terrestrial nature. They are an especial mark of God's grace, that He sanctioned them from 
among the prohibited images of earth. 
Later mentions of ornament in the Old Testament occur in I Kings 6 and 7 where there 
are descriptions of the temple and the palace of Solomon. In the astounding temple with its 
walls and floors of gold one finds mention of repeated "carved figures of cherubims and palm 
trees and open flowers" (I Kings 6:29, see also verse 32). Within the oracle Solomon had 
made two carved cherubims out of olive wood, ten cubits in height with wing-spans of five 
cubits so that the cherubims touched both walls and each other with their wings. These were 
covered in gold and should be considered as ornaments in three-dimensions for the oracle. The 
more traditional relief cherubim which accompanied the palm trees and the open flowers 
were also set upon the doors to the oracle made of olive wood and covered with gold. 
Hiram of Tyre, of the tribe of Naphtali "filled with wisdom, and understanding, and cunning to 
work all works of brass" was called by Solomon to f in i sh  h is  pa l ace  a f te r  the  co m plet io n  
o f  the  tem ple .  H is  ornaments are more traditional, even Egyptian, as he cast pillars of brass 
and large "chapiters" or capitals using "nets of chequer w o r k "  o r  t h e  u n i v e r s a l  d i a p e r  
e l a b o r a t e d  b y  l i l i e s  a n d  pomegrani tes .  H iram also  com pleted two colum ns o f  
g igant ic  proportions for the temple and decorated the capitals of these with two rows of 
knops which stood upon twelve oxen, the first ment ion of  animal  ornaments  in  the 
Bible .  The bases  of  the co lumns had borders  of  l ions,  oxen and cherubim set  above 
chariot wheels. The decorative program was exceedingly complex: the pomegranites and 
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cherubims of the Pentateuch are now joined to open flowers, palm trees, lilies, and oxen 
and lions in an agenda of two- and three-dimensional ornaments which decorate the temple. 
The New Testament does not contain any references to ornament. Nevertheless, 
Christian ornament has largely relaxed t h e  i n j u n c t i o n s  o f  G o d  i n  t h e  B o o k  o f  
E x o d u s  a n d  i t  h a s  contr ib uted  to  f lo reate d,  fo l ia te d,  an im al  an d h um an  ornament. 
Among the earliest Christian ornaments are the mosaic grape leaves and clusters of grapes 
in the ambulatory of Sta. Costanza in Rome representing the Eucharist and the blood of 
Christ. Christianity also adopted from astrology the symbols of the four fixed signs as the 
symbols of the four apostles: the Ox of Taurus for St. Luke; the Lion of Mark for Leo; the Eagle of  
Scorpio  for  St .  John;  and the Angel  of  Aquar ius  for  St .  Matthew. These ornaments are 
typically found in the four points of the crossing. Other ornaments from the animal world 
adopted by Christians are the lamb representing the twelve apostles or the congregation 
itself and the peacock representing eternity and p a r a d i s e .  T h e  c r o s s ,  a n  a n c i e n t  
o r n a m e n t  w a s  g i v e n  a  n e w  iconography based upon the passion and compassion of 
Christ. The Gothic age created a number of ornaments: the cross, the trefoil, the quatrefoil, 
the fleur-de-lys and a number of rather specific leaf ornaments. There  were ,  o f  
co urse ,  v ar io us  react io ns  to  t he  C hr i s t ia n  liberality with ornaments. Eighth-century 
Iconoclasm reared an ugly head in the eastern empire but was opposed by the clergy and the 
opposit ion suceeded against the Old Testament fervor in s t r i pp in g  the  c hu rc h  o f  i t s  
em blem s a nd o rnam e nts  des pi te  im per ia l  suppo rt  for  the cause .  P ur itan ical  
fundamental i sm occurs in the west with the Cistercian reforms of the luxurious Cluniacs 
who believed in the richness and sumptiousness of their churches. Later the Reformation 
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swept away Catholic ornaments and since the tr iumph of  fundamental ism in America 
with the coming of the Puritans there has been at least two traditions with respect to 
ornament: the f irst, plain and unadorned and g iv en to  a  m isunderstanding  o f  the  
in junct io ns  o f  Go d;  the  second, continuing the traditions of Christian ornament which had 
enlarged the scope of allowable ornaments considerably over the Old Testament. 
One of the most significant passages of Exodus deals not with the ornaments of the 
Tabernacle but with the character of its craftsmen. The term Moses uses to describe the 
workmen most often is "wise hearted" and he includes both the men and the w o m e n  b y  
t h i s  p h r a s e .  M o r e o v e r  h e  d e s c r i b e s  t h e i r  w o r k  a s  "cunning" .  One fact  remains  
certain  in  the  descr ipt io n f rom Exodus 35:30-35: God inspired and instructed the 
workmen He chose from among the tribes. Here is the passage from the Pentateuch: 
And Moses said unto the children of Israel, See, 
the LORD hath called by name Bezaleel the son of Uri, the son of Hur, of the tribe 
of Judah; 
And he hath filled him with the spirit of God, in wisdom, in understanding, and in 
knowledge, and in all manner of workmanship; 
And to devise curious works, to work in gold, and in silver, and in brass, 
And in the cutting of stones, to set them, and in carving of wood, to make any 
manner of cunning work. 
And he hath put in his heart that he may teach, both he, and Aholiab, the son of 
Ahisamach, 
of the tribe of Dan. 
Them hath he filled with wisdom of heart, 
to work all manner of work, of the engraver, and of the cunning workman, and of 
the embroiderer, in blue, and in purple, in scarlet, and in fine linen, and of the 
weaver, even of them that do any work, 
and of those that devise cunning work. 
 
Similarly, Hiram, Solomon's workman, was "filled with wisdom, and understanding, and 
cunning" in the duties he performed for the temple and the palace of Solomon. But by the 
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time of the book of Kings the intervention of God in the work of His craftsmen has b e e n  
l o s t .  E x o d u s  i s  a  v i t a l l y  i m p o r t a n t  r e c o r d  o f  G o d ' s  participation in the building of the 
tabernacle and its ornaments so that the project must not only have been beautiful, but also 
sublime. Furthermore the ornaments must have had a transcendent funct io n beyo nd the ir  
mater ia l  cunning:  they were  ho ly  and pointed beyond themselves to God's heaven. 
Less  ancient  than the Old Testament,  the I  Ching  o f  China, also called the Book of 
Changes has a problematical text called Pi or Grace which deals with the subject of 
ornament. In the commentary Grace is  seen as "only the ornament and must therefore 
be used sparingly and only in little things". Now the idea that ornament can be equated with 
grace is a useful one but the ideology of ornament is too close to the beliefs of Jones and 
odernism to be adequate to an understanding of the subject. To make matters worse the 
final line of the hexagram discards all ornament: "Perfect grace consists not in exterior 
ornamentation of the substance, but in the simple fitness of its form". Herein l i e s  a  
p a r a d o x  w h i c h  m u s t  c o m f o r t  t h e  d e f e n d e r s  o f  t h e  International Style; ornament 
is like grace but perfect grace is unadorned form specifically associated in the I Ching with 
the co lor  white! One might  point out that this  grace is  not the grace which Moses found 
in the eyes of the Lord. At issue is the revolutionary  ideology of  Jones which fed the theory  
of the International Style: ornament should be used sparingly and only to decorate the 
structural features of the architecture. I have argued that ornament is a visual language and 
that therefore one cannot disrupt or simplify the content of that language without damaging 
the historical tradition and the coherence of ornament. Ornament is like grace as the I Ching 
asserts but an architecture filled with grace is what is needed today. 
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 The Koran, and Islam in general, has been most sympathetic to the ornamentat ion of 
re l igious architecture. Their ornamentors were rigorous in holding to the word of God given 
to Moses on Mount Horeb that the Israelites should avoid making any likeness of anything in 
heaven, or on the earth, or in the sea. Developing upon Byzantine precedents in 
ornament the Muslims generated an ornament dependent upon Euclidian geometry a n d  
u p o n  t h e  c o n v e n t i o n a l i z a t i o n  o f  f o l i a g e  i n  t h e i r  architecture. One sura in 
the Koran is entitled "Ornaments of Gold" and the following passage contains the reference 
to these ornaments: 
But for the fear that all mankind might have become 
one race of unbelievers, We would have given those 
who deny the Lord of Mercy dwellings with silver roofs, and gates and stairs of silver; 
silver couches to recline 
upon and ornaments of gold: for all these are but the 
fleeting comforts of this life. It is the life to come that Allah reserves for those who fear 
Him. 
 
In such a hypothetical and wonderous setting, the ornaments of gold stand out in the 
preciousness of the material and the fact t h a t  o r n a m e n t  i s  c o u n t e d  a  c o m f o r t  o f  
l i f e .  O r n a m e n t  i s  therefore a sign of heaven on earth which would be bestowed to 
humanity were it not for disbelief in God. There are also other f leet ing re ferences  to  
o rnament  in  the  Ko ran.  One  o f  these  reveals the ubiquity of ornament in the Orient: 
"We have decked the earth with all manner of ornaments to test mankind and to see who 
would acquit himself  best" (“The Cave”). The idea of using ornament as a test of humanity 
reveals the Coleridgean truth that ornament is integral to the structure of human language 
and that this visual language depends upon the recognition by humans of the potency of 
nature in specific images. Ornament is therefore a summa of human knowledge, either as 
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revealed by God or realized by human beings. Consequently ornament can be a test of 
that knowledge because ornament contains the wisdom, understanding and cunning of the age. 
As Bloomer has pointed out to me, ornament cannot die with the passing of the 
institutions which acted as its host because the potencies of its language depend a priori 
o n  the po tenc ies  o f  the  d iscov ery  o f  the  natura l  and the  sp i r i tua l  wo r ld .  There i s  
an  in junct io n  in  the  Kor an  which  forbids the violation of ornament: "Believers, do not 
violate the rites of Allah, or the sacred month, or the offerings or their o rnaments"  ( “The  
Table” ) ;  and I  be l iev e th is  to  be amo ng the heathiest references to ornament in the 
great Books of religion. Once one begins to tamper with the structure of human language of 
which ornament is an essential part, one leaves the door open to an Orwellian crisis in that all 
the related forms of language are subject to perversion and subversion. The structure of 
human language is an integral part of our consciousness and to violate ornament is to violate 
the deepest part of ourselves. Puritanism and the International Style are guilty of such a 
perversion of humanity as they seek to cut mankind off from the inheritance of their 
civilization and from the traditions and values that visual language serve. 
Other Definitions of Ornament:  Architectural, Social and Intellectual 
Perhaps the most beautiful and certainly the most perfect system of architectural ornament 
to be created is that of the Greeks .  U p to  t h i s  po i nt  in  t he  int ro d u ct io n  we hav e  
been primarily concerned with flat-pattern ornament, that is, ornament created for two-
dimensional surfaces. Most of the Grammar of Ornament by Jones deals with flat ornaments, 
but the Greeks also include three-dimensional ornaments and relief sculpture in their ornamental 
system. They also included color as an essential part of the decorative agenda. Many of the 
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parts of a Greek temple which today we would consider structural and utilitarian were 
o rnam ent a l .  T h is  i nc l udes :  the  co lum n wit h  i t s  f lut e s  a nd entasis; the capital; the 
entablature with its Doric triglyphs and metopes and guttae in the frieze; and the later 
Ionic and Corinthian frieze with its decorations. The pediment was marked by  i t s  rak in g  
co rn i ce  a nd t he  co rn i ce  m arked  by  ex q uis i te  mo ld ings .  Al l  the  scu lpture  and 
re l ie fs  m ay be cons idered ornaments and embellishments to the structure. The dentils 
and the egg-and-dart moldings, the Ionic and Corinthian orders, the  bead- an d- ree l  an d 
hawk 's  beak  m o u ld in gs  hav e  e nr i che d Classical revival buildings for thousands of 
years. The use of the human body as caryatid columns or as pedimental or relief 
s c u l p t u r e  b r o a d e n s  c o n s i d e r a b l y  t h e  d e f i n i t i o n  o f  w h a t  constitutes ornament 
in architecture or the decorative arts. Griffins and other mythological beasts were employed 
as antifixes or acroteria as the Greeks made concrete their need for fantastic nature in their 
architecture. 
What made for such perfect ornament in Greek architecture was the extraordinary 
synthesis of structure and ornament. The post and lintel system of the Greeks had been 
perfected earlier b y  t h e  E g y p t i a n s  s o  t h e  G r e e k s  c o u l d  c o n c e n t r a t e  o n  t h e  
refinements of that system and its embellishment. Again what qualifies the parts of the 
Greek temple as ornament is the fact that they constitute a coherent language of style and 
meaning. T he  pa rts  o f  the  tem p le  wo rk  to g ether  as  a  rat io na l  o r der  possessing a 
constitutive grammar and hence organically wed to the structure. So perfect is this 
language of ornament that the R o m a n s  c o u l d  a d o p t  G r e e k  o r n a m e n t  a n d  a p p l y  i t  t o  
a  v e r y  di f ferent  structural  system without any loss  of r ichness of effect. The history 
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of Early Christian architecture to Gothic a r c h i t e c t u r e  m a y  b e  s u m m e d  u p  b r i e f l y  a s  
t h e  h i s t o r y  o f  a  transcendent and dematerializing ornament revealing the presence of 
heaven on earth in architecture. The touchstone for ornament d u r i n g  t h i s  g r e a t  p e r i o d  
m a y  h a v e  b e e n  R o m an  s t a n d a r d s  o f  excellence, but the sensuous materiality of 
hedonistic Rome was d i s s o l v e d  i n t o  e p h e m e r a l  o r n a m e n t s  o f  h i g h  o r i g i n a l i t y .  
Everything which abetted the transcendent dematerialization of structure could be 
considered an ornament of the architecture a l t h o u g h  t h i s  c l a i m  t a k e s  u s  c l o s e  t o  a  
d e f i n i t i o n  o f  t h e  decorative program. Specifically, in the Gothic period, the flat pattern 
ornaments painted or stenciled onto the flat surfaces of the architecture, combined with 
stained-glass and sculpture to form an ornamental program in perfect accord with the 
rational program of the structure. If we accept the grammar of the parts of Greek 
architecture as ornaments, then the same is true of Gothic architecture. Moldings for 
example in both architectures would be ornaments of structure. Ornaments in architecture 
are not therefore devoid of utility, nor can an easy claim be made that ornament in 
architecture is anything which is not necessary for structure. Typically, when architecture 
imitates itself in t h e  b u i l d i n g  t h e  p r o d u c t  i s  o r n a m e n t .  F u r t h e r m o r e ,  w h e n  
architecture embell ishes itself by painting or sculpture the p r o d u c t  i s  o r n a m e n t .  
F r o m  s p e c i f i c  u n i v e r s a l  f l a t  p a t t e r n  prototypes to  three-dimensional  columns and 
their  capita ls ,  ornament includes a range of art. All this should make us uneasy about its 
banishment from modern architecture. 
There are other definitions of ornament which increase our understanding of the 
term. The Bible identifies ornaments with jewelry and other personal adornments. In Exodus 
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33:4-6 the tribes of Israel mourned when they heard that God had called them a "stiffnecked" 
people: 
And when the people heard these evil tidings, they mourned: 
and no man did put on him his ornaments. 
For the Lord had said unto Moses, Say unto the children of 
Israel, Ye are a stiffnecked people: 
I will come up into the midst of thee in a moment, and 
consume thee: therefore now put off thy ornaments from 
thee, that I may know what to do unto thee. 
And the children of Israel stripped themselves of their 
ornaments by the mount Horeb. 
 
Feeling miserable the Israelites removed their ornaments: we can identify the wearing of 
ornaments therefore with well-being and psychological good health. What is interesting in 
this passage is the fact that God commanded the stripping of ornaments from the  peo pl e  
in  o r der  to  ju d ge  the m  and the i r  fut ure .  T hese  ornaments must have been jewelry of all 
kinds: rings, bracelets, necklaces, pectorals, fibula and buckles wrought in gold, silver and 
brass and employing precious and semi-precious gems. Each piece may have had a 
traditional ornament or ornaments fashioned upo n i t ,  but  the who le  piece  was known as  
an  ornament .  The ability of fine workmanship and preciousness of materials to convert 
an object into an ornament was also known to Wil liam Blake in his poem "Jerusalem". 
Finally, there are intellectual definitions of ornament w h i c h  a r e  i n s t r u c t i v e .  
S u p r e m e l y  g i f t e d  g e n i u s e s  o f  c iv i l i zat ions may be considered ornaments  of  
their  age.  For  example: Bach, Mozart, Beethoven and Brahms may be considered 
o r n a m e n t s  o f  t h e  a r t  o f  m u s i c ;  o r  E i n s t e i n  a n  o r n a m e n t  o f  physics; or Descartes, 
Locke and Kant ornaments of philosophy. Not all musicians or physicists or philosophers 
(or artists and architects) are ornaments: only the few who have inspired our 
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imagination and have become memorable. Nor have we exhaused all the meanings of 
ornament but only touched upon the most obvious of possibilities. 
Ornament and Decoration 
That  o rnament has  such a  complex num ber  of  meanings  should not distract the 
reader into thinking that the term is a synonym for decoration. Ornament derives from 
the Latin word ornare meaning to equip or furnish, and decoration derives from the Latin 
decus meaning to honor or dignify.  Ornament,  to sum up, is a visual language in its most 
specific form, and a term used to describe extraordinary,  even transcendent objects or 
people. Only in architecture do we come close to confusing the two terms, but to repeat: 
ornament is the thing which acts as an em bel l i shment  and deco rat io n  refers  to  the  
d is t r ibut io n  o f  ornaments in architectural space in such a way as to enhance and ennoble  
that  space. Decorat ion has therefore its  own agenda which to borrow from Jones may 
be described as the grammar of ornament in space. In fact most of Jones's "General 
Principles" of ornament in the beginning of the Grammar deal with decoration and not 
ornament at all. Thus the repetition of ornaments on a wall in architectural space is an act 
of decoration. This has been called "ornamography"4 and I call it the ornamental field: 
ornaments as  speci f ic  v isual  e lements  are  not abstract ions,  however much 
abstraction features into their making; they are substantive, material co nf igurat io ns 
which  po ssess  beauty,  perfection and the subl ime in their  "thingness".  The way 
ornaments are em ployed arch i tectura l ly  i s  fundam enta l ly  a  decorative issue. But not 
all  decoration is ornament. Color is a prime example of this distinction. 
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Color may be used ornamentally when it is broken into discrete elements or 
decoratively when used in broad passages but it  is  its own subject independent of 
ornament and properly a decorative tool. Color possesses its own theory and history, and 
as optics, is a special part of physics. Most of the principles o f  J o n e s ' s  G r a m m a r  d e a l  
w i t h  c o l o r :  s o m e  2 0  o u t  o f  3 7  propositions are devoted to color in Jones's bible of 
ornament. Color is therefore an essential part of the decorative agenda. In the fol lowing 
passage from Esther (1:6) in the Bible, the g ar d e n  o f  t he  c o ur t  o f  A h a s u e r us  t h e  
P er s i a n  i s  d e sc r i be d  decoratively almost exclusively in terms of color: "Where were white, 
green, and blue, hangings, fastened with cords of fine linen and purple to silver rings and 
pillars of marble: the beds were of gold and silver, upon a pavement of red, and blue, and 
w h i t e ,  a n d  b l a c k ,  m a r b l e " .  N o t  o n e  u n i v e r s a l  o r n a m e n t  i s  described although the 
pi llars and beds may be considered as o r n a m e n t s .  R a t h e r  t h e  w r i t e r  o f  E s t h e r  h a s  
g i v e n  u s  t h e  decorat ive sense of  the garden in which co lor predominates.  Tapestries, 
drapes, paintings and sculpture could be part of the decoration of the room without being 
ornaments at all, although a painting for example,  could be considered the ornament of 
the room. 
Decoration, like ornament has become an ugly word to the Modern Movement in 
architecture.  Ster i l ity  of space and structure have become commonplace. There is no color, 
no life, no bloom, no repose and no refreshment of intellect and spirit in modern architecture. 
In the past it was the function of ornament and dec o rat io n to  prov ide  these  qua l i t ies  in  
arch i tecture .  Design maxims of the nineteenth-century created for ornament and decoration 
cannot be stripped of their content and still maintain relevance for architecture today. Post-
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Modernism is stil l too t ied to  the revolut ion in architecture of  the Internat ional Style, 
too affected by the machine and technology to be a fitting context  for  the return of 
ornament in architecture. What is  n ee de d  i s  a  new  re s pe ct  fo r  h i s to ry ,  a  
r e d i sc o v e ry  o f  w h at  ornament has meant to architecture of the past and a new start on the 
invention as well as the conservation of ornament for today. Perhaps, as Jones hoped, a new 
ornamental style for today will lead to an acceptable modern style of architecture for 
tomorrow. 
                                                          
1
 Coleridge: Poetry and Prose, ed. With intro. by Carlos Baker (N.Y., 1965), 200-208. 
2 The Portable Coleridge, ed. with intro. by I.A. Richards (N.Y., 1950), 396. 
3
 I would like to thank Zenon Elyjiw, Senior Technologist of the Rochester Institute of Technology 
for this information. 
4
 see Nathan Ben-Zion Havkin, Ornamography: The Principles of  Geometrical Ornament and its use in 
Decorative Art (Jerusalem, 1945). 
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Chapter 2: Orientalism and the Eclectic Style 
  
 Fig. 1 Henry Wyndham Phillips, Portrait of Owen Jones, 1856; oil on canvas (British Architectural Library, 
Royal Institute of British Architects, London). 
 
Owen Jones was born at the height of the Napoleonic Wars in 1809, the son of a Welsh bard, collector of Welsh 
poetry and merchant furrier, Owen Myfyr. Jones attended the public school Charterhouse before articl ing to the 
young architect with ornamental tastes, Louis Vulliamy. Vulliamy's father was a clock-maker with a close 
connection to ornament, and this fact inspired his son Louis to undertake a recording of Greek ornament in 
architecture on his tour of Greece several years before Jones came as his apprentice. The results he published 
in his Examples of Ornamental Sculpture in Architecture of 1824 and this book was to  have a  last ing inf luence 
on Jones 1.  Jones's  ap p rent ices h i p  c u lm i nat ed i n  a  Gra n d To ur  o f  f iv e  yea rs  travelling in succession 
to Sicily, Italy, Greece, Egypt, Turkey and Spain. While Jones was primarily interested at first in the polychromy of 
ancient architecture, his eyes were opened in Egypt to what he later called Arabic architecture. Certainly his visit 
to Turkey after his sojourn in Egypt was primarily to record the complexity of Turkish ornament. It is while 
on his tour that Jones decided to become an ornamentor.  His apprenticeship designs in the Prints and 
Drawings Department of the Victoria and Albert  Museum show no indicat ion of  this before his tour.  
His  interest  matured slowly: in Egypt he records certain Arabic monuments such as the unidentified tomb 
near Cairo, variously attributed to the Mamluk Sultan, "Abd al-Malik" or to Bey Emik Al-Akhur (Master of 
the House) of 1503-4. The magnificently situated tomb seen from the single minaret and from below, was 
 49 
originally a water-color before its translation into lithography for Jones's Views on the Nile published in 1843. It is 
one of the first recordings of Jones's documentation of the Islamic styles of architecture which was to 
engage him for a decade or more. 
The Documentation of the Islamic Styles of Architecture 
Travelling with Jules Goury (Fig.2 above) in Greece and Egypt, Jones was in the company of a 
committed ornamentor2.  Jones's primary interest at this point was color in architecture and it i s  o n ly  
a fter  h is  research o n Greek and ancient  Egypt ian p o l y c h r o m y  t h a t  h e  t u r n e d  t o  t h e  
o r n a m e n t  o f  T u r k i s h  architecture.  Here his  documentat ion of  Turk ish ornament,  preserved in the 
Owen Jones Notebook of the Whitworth Art Gallery in Manchester, England, is 
tentative and insecure and he appeared to struggle with the multiple 
information of the style. Other  des igns  from the  Notebook show some 
im provement in Jones's skill in copying the dado and post of another 
Turkish monument (Fig. 3) as Jones has been more patient and thorough in 
reco rd ing  the v isual  facts  befo re h im.  Perhaps the s im pler  
colors,  red and black,  aided him in his copy as they do not interfere 
with the ornamental  agenda. The most beaut iful  of these early 
copies is also in the Notebook and comes to us in a variety of colors: scarlet, 
two kinds of blue, purple and gold, the  co lo rs  o f  t he  O ld  Testam e nt  
(F i g .  4 ) .  Here  the  e nt i re  ornaments have been drawn in by pencil  and 
almost the whole design has been colored. A complex dado of f lowers 
in vases y ie lds  to  a  wal l - f i l l  o f  octagons and crosses  in  a  typical  
Islamic pattern which Jones will employ time and again in his original 
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designs in the Islamic manner. For now, however, Jones is content to copy and learn, although he will later 
turn against this method. 
In October of 1833 Jones was hard at work on one of his most successful copies of his stay in Istanbul, the 
vault of the turbé of Suleyman in the cemetary of the Suleynaniye Camii (Fig. 5). This decoration was, 
according to Jones who included it in his Grammar of Ornament of 1856, "the most perfect specimen of 
Turkish ornament"3 and he has gone to some considerable length t o  p r e s e r v e  t h e  v i t a l i t y  o f  t h e  
o r i g i n a l  i n  h i s  a c c u r a t e  t rans l at io n  o f  t he  v aul t .  B ut  he  ty p ica l l y  t ran s l ated the  curvature of the 
dome into a flat-pattern so that the design is fundamentally deceptive. Nevertheless it is one of Jones's best 
copies of Turkish ornament and decoration, and in plate XXXVIII of the Grammar he attempts to include more of 
the decoration than his earlier copy allows. Jones was not content to copy just the ornament of the Turks but also 
made several copies of the Yeni Valide Djami in Istanbul which was rendered in section (Fig. 6). 
 
 Only the striation of the arches and the pendentives are recorded with their ornament as the structure of the "Yeni 
Valideh Djami" as Jones called it, is what concerns him most. The series of designs that he made of the structure of 
the Yeni Djami is revealing of the skills he was to develop in his recording of the Alhambra soon after. In fact he 
read Victor Hugo's poems on the Alhambra which described its architecture in terms of dreams and reveries while 
in Istanbul, and in late 1833 he and Jules Goury set out for Moorish Spain inspired by Hugo and the 
ornament he had already seen in Istanbul. 
From 1834 to 1845 Jones worked continuously on the palace of the Alhambra and published the results of his 
documentation of the palace in two volumes called the Plans, Elevations, Sections a n d  D e t a i l s  o f  t h e  
A l h a m b r a  d a t e d  f r o m  1 8 4 2  a n d  1845 respectively. The Alhambra engaged Jones's imagination as no other 
monument in his travels had done to date and as none was to do again. His colored plan in the first volume of the first 
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British chromolithographed book, is still a model of graphic clarity in the way it places the rather small palace 
within its extensive military and landscape grounds. The Generalife with its pavilion celebrated by Washington 
Irving's "Legend of Prince Ahmed al Kamel, the Pilgrim of Love" is well outlined in its complex asymmetrical 
design, as all activity is drawn to the Generalife by terrace, cypress, lotus and rose when outside the palace 
proper. While no one has been able to capture the magic of the Alhambra, either in photograph, watercolor or 
pencil, the steel engravings of Jones and Goury reveal some of the mystery of the palace. Indeed, no-one has gone 
to the lengths that the pair of nineteenth-century architects went to ensure the accuracy of their renditions, 
making, as they did, measured drawings of the building and taking plaster casts of the ornaments. This exact 
translation of the fabric of the Alhambra encompasses the whole building in volume I. It is an essential 
aspect of Jones's documentation of the third of the Islamic styles he has studied so far. Jones's rational is to 
copy in order to comprehend the complexities of the ornament and its host architecture. 
There are several examples of the first volume of the Alhambra which show the diversity of his 
investigation of the Moorish style of ornament. The first of these is the divan from the alcove between the Court of 
the Fishpond and the Hall of the Ambassadors.  In th is  i l lustrat ion of plate  9  the complexity of the 
decorative agenda of the Moors is demonstrated. The rich and purely geometric dado in light blue, yellow and 
black tile makes a startling contrast with the muqarna arch above it . 
Flatness is  contrasted with fractal  dimensionality:  both 
aspects of the design dematerialize the wall into a magical and 
sensuous texture. The spandrels are clear in their reds, and the 
many border ornaments create a field of tension of parts. Each 
part may be inspected closely for further details. The spandrels 
of the divan relate to a handsome series of spandrels from the 
Hall of Justice, or the king's private quarters, and from the 
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Court of  the L ions (F ig.  7) .  The two spandrels  in the upper right hand side of the plate show the 
refinements of the Court of the Lions over the more conventional spandrels of the Hall of Justice. The 
muqarnas of the extreme upper right fragment the arch so as to give a complexity of surface and 
outline to the spandri l .  The others  contain a  central iz ing ornament in the c e n t e r  o f  t h e  
s p a n d r e l  t h e r e b y  o r g a n i z i n g  t h e  d e s i g n  symmetrically and providing a focus to the spandrils. The 
mosaic dados between the windows of the Hall of the Ambassadors (Fig. 8)
 show with part icular  c lari ty  the 
organizat ion of  the c irc le within an octagon all set within a square. The abstract ornament blooms 
outward and is organically alive within its border. 
These series of ornaments from the first volume are interspersed within plates of the sections and 
elevations of the palace. Jones has not yet focused on the essential aspect of the palace: its ornament. This 
he will  do in a different way than the simple documentation of the Moorish style. His analysis of the 
Islamic styles of ornament will be far more complex and more rigorous than this documentation in volume I. The 
turning point is the second volume of the Alhambra where he focuses on the ornaments of the Alhambra to 
the exclusion of the decorative and structural elements. Up to this point Jones has documented three of the 
Islamic styles: the Arabic, the Turkish and the Moorish. He has groped his way slowly towards a focus on ornament 
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from amongst the Islamic architectural program. The entire second volume of the Alhambra will be 
devoted to the individual ornamentsof the palace in their repeat condition. 
The Analysis of the Islamic Styles of Ornament 
The next phase of Jones's orientalism, his analysis of Islamic styles of ornament, will last from 1842 and the 
beginning of the second volume of the Alhambra, to 1856, the year of the publication of The Grammar of Ornament. 
During this time Jones becomes an historian of oriental ornament. But not with ease does he find his measure; 
rather he found himself locked into the heritage of Moorish ornament. His publication of the Alhambra was one 
that he spent his own money to fund the extravagant cost of the chromolithography. For a generation he 
was known as "Alhambra Jones”.  The label is apt because he seemed unable to tear himself away from Moorish 
ornament, so deeply had his study of their design led him away from the Greek tradition of his first mentor, 
Lo uis  Vui l l iamy.  Aga in th is  phase  of  h is  study o f  I s lam ic  ornament is characterized by the determined 
copying of sources. Now his  study focused on Moorish ornament with character ist ic  single-mindedness 
and within three years he had completed the second of the two volumes and begun to establish a reputation as 
an architect and orientalist with fundamentally decorative and ornamental concerns. 
His copying of Moorish sources of ornament was his essential approach. All fifty plates of the second volume 
of the Alhambra are devoted to ornament in its repeat condition. The taking of plaster copies of the 
ornament proved most useful in the second volume, as the analysis of Moorish ornament may be distinguished from 
simple documentat ion by  i ts  greater  accuracy  and f idel i ty to the original forms. There is a further 
difference over his initial documentation of Islamic ornament: quantitatively there are far more examples of 
Moorish ornament in greater detail than his first hesitant copies of Turkish ornament. Furthermore the sublime 
richness of Moorish ornament must  have inspired him to  be as comprehensive as  possible in the second 
volume. Consequentally his analysis of Moorish ornament marks a turning point in his career: in this volume 
he becomes a committed ornamentor whereas in the first volume he was more of an architect. The commitment 
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to ornament will henceforth dominate his career and his analysis of Moorish ornament will serve him in one 
more important regard. It is in his analysis of Moorish ornament that he learns a profoundly oriental lesson, 
the lesson of mathematics. Repeat ornament must be distributed by grids that are basically square, rectangular or 
triangular. The ornament itself should have about it properties which abet the distribution. These lessons Jones 
learned in the second volume of the Alhambra and when he later came to practice an original art, he was able to 
apply these lessons culled from Moorish ornament. 
Jones also carried over into his analytic phase his earlier love for 
color. He saw the Moorish decorative scheme as being fundamentally 
traditional in its adherence to the law of the primary colors of blue, 
scarlet red and yellow. He restored the ornament of the Moors to its original 
splendor as seen in an early plate from the second volume taken from over 
the door of the entrance to the Court of the Lions (Fig. 9). In this basic 
harmony of blue and red, the yellow is transformed into the ornamental 
color of gold.  In these plates the decorative and the ornamental traditions 
of color fuse: one partakes of the other despite the obvious differences in their respective agendas. Jones in 
any event rarely shows the environmental space of these colored ornaments save in the plate of the famous 
Mirador de la Daraxa which overlooks the harem garden. Rather Jones shows the ornament in a limited repeat 
condition as in the panel ornament from the Court  of  the Mosque (F ig.  10) .  The 
color  is  very  t r a d i t i o n a l  p e r h a p s  b u t  t h e  s y n t h e s i s  o f  d e c o r a t i v e  a n d  
ornamental is unusual. Because gold is such a traditional color and associated with 
ornament in both the Old Testament and the Koran, these plates are rendered magical and 
transcendent by that color. This achievement was costly as it marked a point of 
departure from the iconic and emblematic ornament of A.W.N. Pugin whose original synthesis of Christian 
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Gothic led to a major revival of ornament in architecture for the rest of the century. Jones stressed in these 
plates from the Alhambra an idealized version as well as an original version of the palace walls. From this time on 
Jones will seek out a sensational and aesthetic ornament to complements his colors with the assurance that 
the Moors had practiced in the ALhambra.  
The connection to Pugin from this time onward will be productive for them both given Pugin's short 
l i fe and the differences in their ornamental styles. But Pugin had a habit of seeing even the most oriental design 
in terms of his favorite Gothic.  An ornament from the entrance walls in the Hall of the Ambassadors perfectly 
displays the feather motif, pomegranite texturing and caligraphy in the vertical undulating lines of its ogival diaper. 
Only the schemata of this classic Moorish design i l lustrated in the second volume of  the Alhambra ,  no.  21  
(Fig.11), was adopted by Pugin for his famous 
"Lily and Rose" ornament for the House of Lords 
which is dated from 1846-47. P u g i n  h a s  
p r e e m p t e d  t h e  M o o r i s h  c o n t e n t  a n d  
r e t a i n e d  t h e  mathematical form of the diaper in 
a way which reveals not only his working method 
but also the method of the earlier Goths who 
transformed Islamic patterns into occidental 
ornaments. The same ogival diaper was to influence 
William Eden Nesfield in his tile wall for Loughton 
Hall chapel in Loughton, Essex from 1877-78. An 
essentia l  by product of Jones's analys is  of 
the Moorish tradition of ornament is the influence these ornaments from the second volume were to have on 
succeeding designers. Although most of Moorish ornament remained too complex to transform into occidental 
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designs, nevertheless Jones must be credited with bringing these ornaments to the attention of a wider public and 
especially to designers who had a thorough appreciation of the problem of ornament for their age. 
Only one part of the Alhambra has been restored to its original polychromy, the Hall of Repose next to the 
baths. The H a l l  w a s  r e s t o r e d  d u r i n g  t h e  1 8 4 0 ' s  p r o b a b l y  a f t e r  t h e  publication of the second volume of 
the Alhambra in 1845. The restoration follows Jones's scheme of blue, red and gold which he saw consistently 
employed throughout the palace. In many of these ornaments the diaper is picked out in white, leaving a 
transparent lace which furthers the dematerialization of the flat wall into a fractal surface in which each part of the 
ornament is fragmented into its color zone, the red advancing and the blue receeding. The Hall of Repose has this 
same complexity of the color program, of fragmenting in the parts despite the obvious visual unity of the 
whole, and acting in a push-pull manner with respect to the individual colors. Every detail of the Hall of Repose 
has color; the interchange tile pattern of the dado; the walls with their repeat patterns; and the columns with 
their capitals. While the capitals of the Hall of Repose are much more complex than anywhere else in 
the palace, the two capitals from the Court of the Lions (Fig. 12)
 show the beauty of treating the capital
 according to traditional Moorish polychromy.  Especia l ly  handsome is  the blue chevron which 
ornaments the base of the capital on the right. What Jones's plates of ornament cannot show is the 
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architectural environment of colored space which is the glory of the Hall of Repose. Color acts upon the space of 
the small two-story Hall of Repose by complicating the agenda of decoration with an independent agency which, 
to repeat, dematerializes the two-dimensionality of the wall to create a bloom of color in front of and behind 
the plane of the wall. No wonder that the German architect Wilhelm Zanth and the physicist W. von Bezold 
saw primary color polychromy as the highest achievement of Moorish ornament. Von Bezold claimed, a 
generation after Jones, to see in the polychromy a purple bloom created by the optical mixing of red and blue 
with gold. It is the coloration of the plates which is the most creative aspect of Jones's analysis of Moorish 
ornament. He could see in the primary colors of the Moors continuity between Egyptian and Greek 
architecture. The colorism of the Alhambra was therefore perfectly traditional. And this tradition would form 
the basis for Jones's radical color scheme for the coloration of Joseph Paxton's iron-and-glass Crystal Palace of 
1851. The tradition of the primaries served Jones well in this controversial decoration; his  analys is  of  Moorish 
polychromy led him to respect  the push-pull  of the primaries on the surfaces they decorated. 
Consequently he placed blue on the concave surfaces of the cast iron columns and yellow on the convex surfaces. 
As red is a mean between the two other primaries,  he placed it in a neutral  context on the underside of 
the wrought iron girders where its bloom would be enhanced by shadow. This structural allocation of the primary 
colors separated by white derives from the plates of the second volume of the Alhambra in a purely visual way, 
The Moors were not as exacting with structural polychromy as Jones: generally the blue of their ornament is 
placed on the deepest ground of the ornament and the gold is placed on the closest surfaces of the design. 
But this was not always the case, as the feather ornaments were colored blue yet placed quite close to the frontal  
surface of the design. In the plates of the second volume, however, the blue definitely appears to be 
furthest away from the frontal plane of the design; but this is because the Moorish ornaments are translated 
from their original fractal condition onto the flatness of the page. The analysis of Moorish ornament is quite 
misleading in this regard although Jones could typically make of their practice a principle which accorded in the 
main with Moorish practice. 
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When the Crystal Palace was reassembled at Sydenham in 1853 Jones was chosen with his friend the architect 
Matthew Digby Wyatt to create a museum of the eight historical civilizations arranged in architectural courts. Jones 
was responsible for the Egyptian Court with his friend Joseph Bonomi, and also for the Greek and Roman Court as 
well as the Alhambra Court which was a smaller version of the Court of the Lions. A fragment of an arcade 
survives the planning of the Alhambra Court which shows the restored color of the Court of the Lions in the 
primary colors. The Alhambra Court popularized the Moorish style in a way and to an audience unreached by the 
expensive two volumes of Jones's Alhambra. Furthermore it popularized the polychromy of the Moors and 
reaffirmed the taste for the exotic in Victorian Britain. To the general public it held up the ideal of a strongly colored 
architecture and its ornament which tended to  disso lve the wal l  rather  than conf irm the wal l  in  i ts  two-
dimensional flatness. The analysis of Moorish ornament by Jones had therefore a pedagogical tactic; its 
intention was to educate the public to a tradition of architecture so heavily committed to colored ornament that 
it would seem to be secondary to the decoration. The ornament could be seen as the art of the architecture as 
Jones was soon to observe. 
The Crystal Palace at Sydenham was an interruption of the final product of Jones's analysis of the Islamic 
styles of ornament, his Grammar of Ornament published in 1856 but begun earlier in 1852. The Grammar 
will be the topic of two further chapters in this book; here I will confine my commentary to the orientalist aspect of 
the Grammar. In fact, about one third of the Grammar is devoted to oriental ornament and one quarter of the 
plates represent Islamic ornament. To the Arabic, Turkish and Moorish styles of ornament which Jones had 
already documented and analysed, he added the Persian and the Indian styles of ornament to the Grammar. 
The latter two styles of ornament are quite different than the Mediterranean based styles of Islam. They show 
a relaxation of the proscription against representation found in Exodus l  and while maintaining the Islamic 
interest or commitment to geometrical formsp they also show an increased love of nature in the form of leaves 
and flowers. Only the first three of six plates on the Persian style of ornament are really authentic; the Metalwork 
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Department of the Victoria and Albert Museum has discovered that the last three plates (nos. XLVII, XLVII* and 
XLVIII) are in fact Indian, although in Jones's time they were mistakenly identified as Persian. Jones perpetuated 
the mistake however, a mistake which underscores the closeness of the f inal  two Is lamic styles of ornament he 
was to analyse in the Grammar. Plate XLVI (Fig. 13) shows a variety of border patterns with the color green 
added to the palette of the primaries.  
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These Persian ornaments are filled out in their agendas by small conventionalized flowers and leaves. Only three 
of the examples are purely geometric, although the previous plate (XLV) is almost entirely geometrical in content. 
This softening of Islamic geometry with the further agenda of leaves and flowers must be due to the 
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influence of the Chinese whose ornament is nearly naturalistic and specifically floral. The exuberance of Chinese 
floral ornament is also seen in the Moghul style of ornament, especially in Plate LIV*, #6, in which a host of 
flowers are treated very conventionally, that is, flatly either head-on or in pro f i l e .  Th is  lac que red  bo x  to p h as  
the  t r ad i t io na l  a nd universal chevron as an ornament for the border of an almost random placement of 
sixty-four flowers and knops, or buds. The f lowers are l ight on a black ground reversing the typical  
occidental tradition of dark ornaments on a light ground. The fifteen plates devoted to the Persian and 
Indian styles of ornament are a definitive extension of Jones's analysis of the Islamic tradition. Together they 
buttress Jones's theory of conventionalization: “All the laws of the distribution of form which we have already observed 
in the Arabian and Moresque Ornament are equally to be found in the productions of India.” 
The Absorbtion and Transformation of Islamic Ornament 
T h e  G r a m m a r  s h o w s  b o t h  t h e  p e r s i s t e n c e  a n d  t h e  transformation of the Islamic tradition.  Jones's 
own persistence is seen in the presentation of copies of Islamic ornament as accurate as he can make them. 
But there is also a level of transformation at work in the Grammar. First, Jones's method has changed. He is 
no longer working deductively as he had done in the second volume of the Alhambra.  This method 
e n t a i l e d  t h e  p a i n s t a k i n g  c o p y  o f  t h e  o r i g i n a l  t o  i t s  transcription to the printed page. 
Comprehensive analysis is the end point of the deductive method. In the Grammar  Jones is working 
inductively. The copies of the ornament are made not to illustrate the ornament as such but to advance a radical 
theory of ornament. The most spectacular plate of the entire Grammar, plate XLI, summarizes sixteen plates 
from the earlier A l h a m b r a .  T h e s e  o r n a m e n t s  a r e  n o t  s h o w n  i n  t h e i r  r e p e a t  condition (Fig. 14) 
 62 
 
 but are shown as irreducible fragments of the original designs. These ornaments are the essence of the repeat. 
Jones has placed them in four rows of four ornaments to each row, making sixteen ornaments in all.  Every one of 
these ornaments demonstrates the propositions of the Preface and justify the correctness of Jones's formal 
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theory of ornament. The ornaments in other words are not there on the page to promote Moorish design or 
Islamic design in general; rather, they are meant to reveal the validity of Jones's theory of conventionalization 
that have been induced from individual examples of ornament. While a quarter of the Grammar is devoted to 
Islamic ornament, the committed Orientalism of Jones's earlier phase of analytic study has become transformed into a 
world view which subsumes the interest in the Islamic by putting it on par with any other style of ornament from world 
civilization. All styles of ornament, not just the Islamic, support inductively his theory of ornament. The 
Islamic styles happen to corroborate his theory with greater or lesser sympathy for his formal point of view. What 
accounts for this change in attitude towards the Islamic styles of ornament? A simple answer is that Jones was no 
longer content to study and analyse the Islamic tradition. He wanted to be an original artist of ornament and 
thus viewed the Islamic tradition as a means towards his own original development as an artist and architect. Jones's 
approach to Islamic ornament was Romantic in a fundamental way, seeking in those styles of ornament not only 
t h e  a t m o s p h e r e  o f  t h e  e x o t i c ,  b u t  a l s o  r e q u i r i n g  t h e  transformation of the ornament into an 
original and universal style of his own. Another reason is that Jones spent a good deal of his inheritance on the 
publication of the Alhambra and thus financial considerations forced him to cast his net wider in seeking 
remuneration for his efforts. But he was slow to abandon the inspiration of his art in Moorish ornament. At least this is 
true of his efforts in architecture. About the time he was publishing the second volume of the Alhambra 
in 1845 he began work on two substantial houses for the speculator J.M.Blashfield in Kensington Palace 
Gardens. Number 24, now the tasteful Saudi Arabian Embassy, was treated by Jones in the Moorish style, but in 
fact owes very little to the Alhambra proper. Rather Jones has treated details such as the balusters of the piano 
nobile and roof with a sense of Moorish geometry. These details together with the large, almost oversize 
brackets to the piano nobile balconies and the small, really miniscule domes which front the facade are applied 
to an English house to create atmosphere and the ambience of the Oriental. This is really a revival piece of 
architecture and a cousin to John Nash's Brighton Pavilion begun thirty years earlier.It is in the interior that the 
transformation of the Moorish style of ornament is most readily apparent. Dr. Michael Darby has identified one 
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extant design of Jones's for the Octagon Room of 8, Kensington Palace Gardens. First, the octagon design (Fig. 15) 
is a very simplified version of an Islamic or Moorish ornament. It relates to Moorish design in the primary colors 
employed and in the overall geometrical conception. Jones has also kept alive from the Moorish tradition 
the ephemeral and dematerializing quality of Moorish ornament, but the ceiling design is really quite 
original. Furthermore, it is quite a tentative piece of draughtsmanship, quite crude in its parts and executed at a scale to 
obviate the roughness of its execution. This ceiling relates to authentic Moorish ornament spiritually rather than 
physically.  Jones has transformed the real Moorish source of inspiration into an original conception. He has 
evidently shifted the grounds of his Orientalism in this early design by his own hand. Dr. Darby's dating of this 
ceiling to 1845 allows the further dating of another Orientalizing designs in the Department of Prints 
and drawings  closely related to the ceiling to this same period. This design (Fig. 16)  
 
Is also related to the two houses in Kensington Palace Gardens. It too appears to be a ceiling design and 
employs a similar centralized star motif as the focus of the design. Both are rather large designs; both employ 
the primary colors; both use the white of the sheet to simplify the initial Moorish inspiration while 
retaining the transparency of that style of ornament.  Missing in both designs is the specific  Moorish 
vocabulary of ornament: feathers, pomegranites, shells and interlace of the diaper. Astonishingly enough 
neither design is in the familiar Moorish diaper or grid. Both are closer to the prevailing emblematic 
ornaments which the younger Pugin was popularizing in the Gothic Revival style. These designs are close 
formally as neither design can be interpreted iconographically since the individual forms of the designs operate 
sensationally rather than associatively from a psychological stand-point. It is obvious that at this early period of 
Jones's own ornament, only a formal interpretation of the Moorish conditioned his original work. Jones is 
transforming the Moorish effects of transparency, dematerialization and polychromy into original designs. 
Later he set for himself a more complex agenda. The new agenda featured mathematics as the principal element of 
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the design. Moorish geometry had been one of the primary lessons Jones had absorbed from his analysis of their 
ornament. Given his tentative start towards original designs based upon Moorish precedent at Kensington Palace 
Gardens, the geometry of the Moors offered him a radical solution in his process of transforming the Islamic heritage 
of design. In the Alhambra, of course, such geometries as Jones was to employ in his own designs are confined to 
the dado. Jones uses this kind of geometry for the ceiling in the large watercolor of about 1850 (Fig.17 
below). 
 
Here multiple circles of eight pointed stars surround a large circle of sixteen points. The gestalts of form are 
magnificent, dissolving one gestalt by the next combination of form which suggests itself to the viewer. Jones has 
not copied the geometry from the Alhambra; rather, he has absorbed the lessons of the Moors so well that he is  able  
to create a  new geometry based on the same formal principles as the Moors employed. However, such is his 
success that the charge of revivalism may be made against Jones. Given the prevailing tendency of his age to 
revive past styles of ornament and architecture this charge would not seem to hold much weight .  However,  
Jones had declared h imself  against  such revivalism in 1836 as soon as he had returned from his Grand Tour4, 
and had deliberately set himself the Romantic goal of creating an  o r ig in a l ,  m o dern des ig n  fo r  h i s  age .  Th is  
age nda  was  obviously too ambitious for him to achieve at this early date in his career.  Ornament is the most 
difficult art of architecture to practice, requiring the synthesis of many sciences (as we shall see later) and 
requiring an extraordinary technical skill. No wonder that Jones was forced to set aside his ambition as he struggled 
towards the mastery of his art. Nevertheless the geometry of the Moors was a profitable learning experience, 
and allowed him to create designs of great complexity and beauty, even if these designs precluded a deeper 
iconography. Geometry is  also extended by Jones into the border of this design, organizing the complex 
Moorish fret into a strong termination to the geometry of the field. This design is "formed by the intersection of 
equidistant lines" (Grammar, 72), and has its origins in the Greek geometry of Euclid or of Hippodamus of 
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Miletus.  A sensationist design, it relies on the f r a g m e n t i n g  p ro ce ss  o f  g es t a l t  o r ga n i z e d fo r m s  fo r  
t h e i r  vitality. The design, and several others in the Victoria and Albert Museum Prints and Drawings 
Department relate to another exceptional design in Jones's oeuvre, a wall design with a handsome dado dated 
after 1856 when Jones shifted his medium from watercolor to the more Oriental, opaque and jeweled gouache. 
This Indian media had been introduced at the Crystal Palace in 1851, but Jones was slow to adopt it. It is a perfect 
medium for ornament, and the greater liviliness of color is readily apparent in the geometric dado of this design 
(Fig. 18) compared with the diffuse and tentative coloration of the earlier two designs already discussed. In 
the dado of this design nine pointed stars surround a twelve pointed star. But the geometry does not dominate the 
design as it did in the previous two designs; rather, color features as a distinct and cooperative agenda to 
render this dado more brilliant and s e l f - a s s u r e d  t h a n  t h e  e a r l i e r  d e s i g n s .  B u t  t h i s  i s  a n  
exceptional design, to repeat: the wall-fill has been directly borrowed from the second volume of the Alhambra, 
plate 9, # 17. Although the color of the wall-fill derives from occidental science (I will-discuss it again in 
Chapter 4), the interchange pattern contradicts Jones's own theory of the Grammar where he argues against 
copyism of any kind. Why then this violation of theory in practice? 
In order for Jones to transform the Moorish sources into original designs he had to thoroughly absorb the lessons of 
their ornament. The first stage in this absorption was his simple documentation of Arabic, Turkish and Moorish 
ornament. This entailed copying however much Jones was to turn against this practice in the Grammar later 
in his career. Furthermore we have seen that Jones's desire to create an original  and modern ornament 
was beyond his technical grasp of the subject, at least init ial ly.  He could not l ive up to his ambition before 
so absorbing and transforming the prototypes that he could make every Moorish ornament his own, so to 
speak. Perhaps he felt that in this design he had transformed the original through color. The design, for 
whatever reason, remains unique in his oeuvre; he was generally consistent with his theory if allowing himself an 
exception to his rules. Certainly this remains one of his strongest designs. The added clarity of the color furthers 
 67 
the dissolving of the plane of the wall into a transcendent, dem ater ia l i zed  v e i l .  The  w al l  p la ne  d is app ear s :  
the  d ado  advances; the wall-fill receeds. No part of the design obeys the English penchant for definitive two-
dimensionality. The geometry of the dado escapes the confinement of the plane to provide points of color 
which have their own dynamics. 
But such an isolated example of his transformation of Moorish sources could not satisfy Jones for long: he 
was too much a committed Romantic to give up the quest for an original style of his own. The next design, also 
dated about 1856 reveals the difficulty of his chosen path. Here a central rosette explodes outwards (Fig. 19 
above) from a central core to meet the confining hexagon of the emblematic geometry which gives the 
design its ultimate coherence. Both elements of the design are at war with one another. The rosette wants to 
fragment into oblivion; the hexagon contradicts and stabilizes this impulse. The result may be original, even 
modern for its time. But it is decidedly unsuccessful. The use of primaries remains the strength of the design, and once 
again Jones works his way out of difficulty by a superior sense of color. As ornament, however, the design leaves much 
to be desired. If there is strength in the way Jones has coerced the blue leaves to compliment the red 
elements next to the blue leaves, there is a definite weakness in the way that he wavers between emblemism 
and sensationalism in the design. Not being sure on either count, the design lacks inherent harmony. At best 
it is a sublime design, but has so transformed the principles of form of the Moors to be peversely 
derivative. It points the way towards Jones's final phase of Orientalism, his adaptation of Islamic sources for 
eclectic and modern purposes in his design. 
The Adaptation of Islamic Ornament and the Eclectic Factor 
The key to this final phase of Jones's Orientalism is to be found in the theory  of  the Grammar .  Whi le  
the Grammar  features Islamic ornament visually, the theory set forth in the Preface denies its historical potency. 
No longer could a budding ornamentalist copy, as Jones himself had done in the beginning of his exposure to 
Islamic ornament, the visual facts of Islamic design. Instead he was to imitate the formal principles upon 
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which Islamic design was originally created. Islamic ornament was to be stripped of specif ic visual 
content and specific  principles of form deriving from the historical styles of Islam substituted for the 
individual forms themselves. This would ensure original ornament, but it also banished revivalism. At this 
stage of his career Jones did not often practice what he preached. Rather he initiated a new strategy: 
eclecticism. This allowed him to combine in one design the salient forms of the Egyptians, the Greeks and the 
Moors with a dash of Chinese or Indian. The Islamic was subsumed in this strategy as one of many o pt io ns 
rather  than the pr inc ipa l  feature  of  the design.  Eclecticism came rather late in his career as an alternate 
option to his pursuit of modernism in design. More typically he chose to adapt Islamic ornament to more 
original purposes, and as the mastery of art developed, these late designs are among his most successful. The 
cost, however, was great indeed. Jones was forced by this new strategy to abandon all iconography. 
His designs lack meaning even though there is a real measure of iconological reference in his art. His 
dalliance with emblematic ornament at 8, Kensington Palace Gardens is a cul-de-sac. This option never 
flourished in his ornament. A pure  and revolutionary formalism takes its place, and in his rejection of visual 
history for principle he prepared the way for the alternate modernism at the turn of the twentieth century as 
well as the Modernism of Wright and the International Style. This is a great legacy to be sure, but the price derailed 
the primary love of his life, Islamic ornament. F u r t h e r m o r e  i t  u n d e r m i n e d  h i s  g r e a t e s t  h o p e ,  t h a t  a  n e w  
ornamental style would generate a modern architecture. One of the greater theorist of ornament and one 
of ornament's greatest practicioners, he prepared the way for ornament's demise in the twentieth century. 
His adaptation of Islamic ornament to his requirements for modernism belies not only the integrity of his 
Orientalism but also the five-thousand year tradition of ornament. 
The process of the adaptation of the Islamic tradition of ornament to his original work proceeded by 
principle rather than s p e c i f i c  v i s u a l  c o n t e n t .  T h i s  c a n  b e  c l e a r l y  s e e n  i n  h i s  presentation design for 
Osler's Gallery, Oxford Street, London of 1 8 5 8 - 6 0  ( F i g .  2 0 ) .  D r .  D a r b y  h a s  a l r e a d y  p o i n t e d  o u t  t h e  
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Islamic splendor of effect of Osler's created by the cast-iron, colored glass, fibrous plaster painted in the 
primary colors, the mirrors and pendant gas burners which "gave the building its ethereal, eastern 
aspect" (The Islamic Perspective, 83).  I would argue that the space is  eastern because the surfaces do 
not clearly contain it, that the space is ambiguous and that light and space meld in this structure. Dr. 
Darby disagrees with this assertion; however, both of us agree that the radical use of glass and color 
dissolves the space and thus Osler's achieves the mystery and subl imity  of  the Alhambra without  being 
in any specific way indebted to the Moorish palace. The debt to the M o o r s  i s  purely formal by way 
of principles applied to n e w  building materials. This was the third of radical new structures w h i c h  J o n e s  
b u i l t  b e t w e e n  1 8 5 6  and 1858: it  fol lows the St.James's Concert Hall of 1858 and the Crystal Palace 
Bazaar  ,opened late the same year. B o t h  m a d e  n o v e l  u s e  o f  i r o n - a n d - g l a s s  decorated with original 
fibrous plaster ornament in the primary colors. Thus Jones applied the color system of the Moors to new 
architectural  mater ia l s  and the result  is  a  debt  to  Is lamic  architecture which is perfectly formal, 
dematerializing structure to extend space beyond the confines of the material. 
This spiritualization of space derives from the function of ornament and color in the architectural host. 
One has to imagine the way in which the ornament affects the space in a ceiling design dated about 1858-60, 
(Fig. 21). 
 
 Here a favorite Islamic pattern has been adapted by Jones to an occidental setting. The mechanical 
regularity of the design precludes its identification with Islamic craft so much does exacting geometry dominate the 
decoration. Furthermore the design of octagon stars and crosses is applied to the entire ceiling in a way that has 
more to do with European tradition than Islamic practice. Yet the design is unmistakably Oriental: the 
ornamental motif has been adapted rather than transformed; adapted that is to western needs and tastes. The 
light and dark blue of the octagon star breaks through the plane of the ceiling to open up a celestial void. 
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Ironically it is the color which retains something of its Moorish splendor, though this element of the design too 
has been adapted to,  the red crosses which enter into the space of the room form a grid or lattice diaper 
through which one views the heavenly realm beyond. Space has become ephemeral and ethereal because of the 
interaction of the two agendas: color and ornament. Even the geometry of the Moors was adapted at this point 
of Jones's career to a westernizing influence. Having been an occidental influenced by the orient, Jones, late 
in life, bec am e an Or i enta l i s t  i n f l ue nced  b y  the  we st  ag a i n .  Th i s  r e v e r s a l  o f  i n f l u e n c e s  
d e t e r m i n e s  t h e  c h a r a c t e r  o f  his Orientalism. Western geometry organizes the ceiling design, the 
intervals of which are treated in a Moorish way without any specific Moorish forms being employed. This is 
as much a modern design as it is an oriental one: modern forms but  a n  oriental mood. It too is lacy and 
dissolves the surface of the ceiling. On the one hand it is simpler than Jones's earlier transformations of 
Moorish geometry; again the gestalts of form are harder to arrive at.  With diff iculty one can discern 
the h e x a g o n  a n d  d i a m o n d  o f  t h e  p a t t e r n ,  a s  w e l l  a s  a  s t a r  a n d  numerous trapezoidal forms. But 
Jones's original design is much harder to interpret than the Islamic counterpart. 
In 1861 Jones had his appetite whetted for an ambitious pro ject  fo r  the  Khediv e  I sm ai l  P asha  o f  
Egypt .  The pro gram  called for an early-summer palace on the Island of Gezira, in the middle of the Nile, in 
Cairo. Jones designed a pavilion for the palace in the Moorish style (Fig. 22) seen in section in this 
illustration, and probably hoped to design the palace as well.  
 
After a delay of several years during which the commission went to the expatriate German architect 
Franz Beg, Jones was offered the interior decoration of fifteen rooms of the palace, and possibly the 
kiosk as well. The latter has been destroyed but the palace remains. The kiosk or pavilion is one of Jones's 
most successful examples of Orientalist architecture. Culminating in a dome of muqarnas it is reminiscent of 
the Court of the Lions without direct copying of the Moorish source as at Sydenham in 1854. The interior 
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of the principal reception room of the palace (Fig. 23) lacks the dematerializing papers on the wall which 
would have added hybridistically to the richness of the room. 
 
 Today the walls  are barren, reflecting out-moded International Style tastes. What is still evident is that 
Jones was also imposing occidental taste on this palace for the Khedive. The engaged pilasters which 
separate the windows are a western contrivance, and Jones has returned to the emblematic geometry of Robert 
Adam and t he  yo u nge r  P ug in  fo r  t he  de co ra t io n  o f  t he  ce i l in g .  Orientalism as such has been 
reshaped to satisfy the needs of occidental ornament rather than presenting an Arabic ornament for the 
Egyptian ruler. Probably the wall-paper would have given a different effect and softened the classicizing 
of this,  an Oriental interior. As it is now it lacks magic. 
Jones was also taken by Indian ornament, and to some degree his discovery of Indian ornament in 1851 
consolidated his theory of conventionalization, moving him away from the geometry of the Moors into a world 
rich with the leaves and flowers of nature, But he absorbed and adapted to the Occident the lessons of 
Moghul architecture as well. The most stunning example of his appl icat io n  o f  I s lam ic  arch i tectura l  
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e lem ents  to  western  architecture is seen in the final version of his "crystal palace" for the French at St. Cloud 
in 1862 (Fig. 24). 
 
 The scale is astounding and perfectly western: well over 1000 feet long and containing the basilica of St. 
Peter's in the Vatican under its dome. It is the dome which is so wonderfully oriental in effect, even if the new iron-
and-glass structure is a departure from any Islamic building. Essentially, this dome is Moghul as applied to western 
technology. What remains High Victorian is not only the Oriental ism but  the making of a " feature" of the 
dome: it  dominates the composition as does an oriel window by the younger Pugin or a spire by Butterfield. Like 
High Victorian "features", the dome has been cribbed from an unknown source and blown up well beyond the 
original scale. As a "feature” it has become the dominant motif of the design (Fig.25) and makes of Moghul an 
international design of great conviction and clarity. In this design the beautiful and the sublime combine for a 
particularily r ich aesthetic effect, streamlined yet awesome.  
 
Unfortunately the partnership of Jones and Joseph Paxton in this structure fell apart before 
construction could begin. Perhaps design outran technology and St. Cloud could never have been built. 
Whatever the reason, this sublime structure remains one of the most memorable  examples  of 
architecture on paper in  the entire  nineteenth century, 
Related to the project of St. Cloud is an iron-and-glass yurt (Fig. 26) with its appeal to Persia and India in the 
floral ornament and in the tent idea, and with the divans deriving from Turkey. 
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 This part sun-room and greenhouse is an elegantly witty design in which the tent appears to float over 
the curtains. This interior is also a masterpiece of intimate nineteenth-century  engineer ing and shows how 
c losely  the industrialism of the Great Exposition of 1851 touched the lives of private persons of means. 
Windows were not only getting larger as the Queen Anne style demonstrates, but in Jones's hands, glass 
was becoming window, wall and roof. The continuity of surface of the sun-room has much to do with the Central 
Asian yurt which is similarily braced by narrow slats of wood. Jones has adapted and applied the Oriental 
qualities of the yurt to modern technology, and arrived at a modern interior which carries nonetheless a flavor of the 
Islamic with its curtains and built-in ottomans. 
So great was Jones's reputation as an Orientalist that he was the logical choice to design the Oriental Courts of the 
South Kensington Museum in 1863. Unfortunately all trace of these courts has disappeared behind the 
utilitarian kitchen of the Victoria and Albert Museum. On the other hand many designs related to the 
Oriental Courts survive in the Prints and Drawings Department of the Victoria and Albert Museum. According to Darby 
there was a Moorish Court that was never completed, an Indian Court, a Chinese Court and a Japanese Court 
intended for the Oriental wing of the Museum. The designs were commissioned in late 1863 and finished in 
early 1864. A beautiful design in gouache still exists for the Indian Court (Figs. 27) and  embraces seven semi-
circular arches,  with two russet bays framing a dark blue bay, and two scarlet bays framing two light b lue  
bays .  
 The  int rado s  p i lasters  are  br ight  red  and the  pilaster marking the exact center of the bays is painted in 
the complementary colors of light blue and medium orange. Three orange and three blue pilasters divide the 
composition, unifying the f ive basic colors of the design. In the spandrels are arabesques and diaper 
patterns. This design marries Jones's own theory of conventionalization to the Indian inspiration of the arabesque. 
Jones's own adaptation of the Indian can be seen in the diaper  patterns  in  the dark  blue and two 
scar let  red spandrels. It is in fact a modern version of the Indian. Jones also superintended the completion 
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of the Courts which were executed by the decorator Thomas Kernshaw. Jones evidently had trouble with his 
decorator, but the two collaborated in a telling manner according to the Building News which reviewed the opening of 
the Courts. Darby quotes part of the review which states that "it was no easy task to devise a species of 'wall veil' 
which wo uld  acco m m o date  i t se l f  to  t he  ug l y  o ut l i ne  o f  a  m o der n  segmental-headed window, 
and we think Mr.  Jones has  done Judiciously in tinting his piers with flat colour and reserving the richer 
portion of his design for the spandrels" (Darby, The Islamic Perspective, 112). It is precisely this idea of a 'wall veil' 
which is so Oriental. Jones had studied at great length the Moorish system of dissolving the wall and corroborated 
this finding with other Islamic styles of architectural ornament. The tendency to dematerialize and etherialize structure 
is one of the principal gifts of the Orient to Occidental architecture, achieving an Orientalist atmosphere 
despite the Occidental structure he was decorating. 
But Jones was also applying western design concepts to the Islamic style of ornament. This is clearly 
seen in the in a wall design for the Oriental wing of the Museum (Fig. 28) which features green leaves and 
red and white flowers. I have written about this design that the "cluster of stems act as a s u r r o g a t e  f o r  
t h e  p r i n c i p a l  s t e m ,  a  c l u s t e r  r a d i a t i n g  tangentially into continuous stems outward and upward 
like an imitative but conventional plant in an asymmetrical composition" (Perspecta 23, 150). The key word 
is conventional: a system of design concepts originating with A.W.N. Pugin, Jones and Jones's s t u d e n t ,  
D r .  C h r i s t o p h e r  D r e s s e r .  T h e  p r o b l e m  o f  conventionalization will be explored in the next 
two chapters. Suffice it to say here that conventionalization overrode Jones's initial Orientalism and 
subsumed his Orientalism under a more universal design approach to ornament. While individual aspects 
of this design derive from Indian practice: for example, the asymmetry; the edging of the leaves in gold; 
and the randomness of the placement of the flowers; still the design as a whole has been brought into the 
realm of western design concepts through the aegis of the theory of conventionalization. Even the black 
ground, so typically Indian, reflects also the knowledge Jones had of Goethe's Farbenlehre which was in 
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Jones's library at his death. Jo nes was not  a lways as  committed to  h is  theo ry  o f  conventionalization as 
the Grammar might lead one to think. As his surviving designs in the Victoria and Albert Museum show, he was 
as interested in period design as he was in trying to create a modern style of ornament. Nor did he always 
abandon the specif ic  content of the history of ornament. Given our historical hindsight we would today 
call him an eclectic as much as a modern. Despite his Orientalism, he never abandoned his love of Greek 
ornament and the anthemion in particular. Furthermore in his interior designs from the 1860's he frequently 
employs the anthemion i n  t he  co r n i ce ,  s o m e t i m e s  co m b i n i n g  i t  w i t h  a n  ornamental border of Moorish 
adaptation. If his textile designs feature such oriental names as "Maharanee", "Sultan" and "Peri", there are 
others which he calls "Athens" and "Etruscan". And there are others with specifically western names in 
western styles.  His absorption in the Is lamic became dist il led and rarified in the 1860s and added to his 
growing interest in the ornament of the world.  Never abandoning the Orient, he became more interested in 
other styles of ornament while keeping up h is  search for  a  modern s ty le  o f  hi s  own.  He la id the  
theoretical  foundations for the modernism of the twentieth century, but in his own work such 
modernism almost eluded him. Instead he took to the aesthetic practice of designing in the style of period 
pieces from history. Occasionally as at 16, Carleton House Terrace he combined the Moorish with the Greek, 
Pompeian and Chinese, with f lourishes of Ital ian for good measure. 
This kind of eclecticism, although rare, reveals his Orientalism in the context of the other styles of 
ornament to which  he increas ing ly  subscr ibed.  The  I s lam ic  no w becam e imbedded in a relativising 
situation wherein it was now one of many styles of ornament instead of the principal feature of his style. This is 
especially true of the drawing room on the piano nobile of Alfred Morrison's house in the fashionable Carleton 
House Terrace. The interiors on the first floor and the piano nobile took almost five years to complete. Henry 
Cole visited the interiors on Sunday, May 22, 1870 and described the probably completed work in his diary as a 
"mixture of Greek and Moorish, perfect mechanical work" (Darby, The Islamic Perspective, 98). G.H. Lewes and 
George Eliot visited the Morrisons several years later on Thursday, March 21, 1872, and were appalled by 
 76 
the nouveau riche mentality of their hosts: "called on the Morrisons to see Houdon's bust of Voltaire and their 
pictures. Bored by being shown all their splendours and rarities: each the finest in the world" (G.H,Lewes Diaries, 
Beinecke Rare Book Library, Yale University). No mention is made of Jones's interiors although Jones had 
decorated their "Priory" first in 1863, making further alterations to their house in 1871. Perhaps on that account 
they had no need to envy the Morrisons. In 16, Carleton House Terrace the glory of the interiors is the ceilings, 
and the grandest ceiling that of the drawing room (Fig. 29).  
 
 77 
Here the octagon star and the interchange cross which we have encountered before in Jones's 
documentation of Turkish ornament and again in his adaptation of the Moorish to western ornament, 
reappears as a fractal ornament, having, that is, a certain three-dimensionality although conforming to the flat 
surface of the ceiling. What cannot be seen readily are the touches of green, red and gold paint which 
Darby records on the ceiling. What also cannot be seen clearly is the Greek anthemion which decorates the 
coving just below the ceiling. Such is the power of the anthemion that Cole could ignore the many other styles 
of ornament which are also present in the interior. Was Jones attempting to make amends for his theory 
of conventionalization in the Grammar by salvaging the best ornaments from the past and employing them all in his 
interiors? The result gives to the Moorish ceiling a kind o f  c o s m o p o l i t a n  a u r a  w h i c h  h a d  b e e n  
l a c k i n g  i n  h i s  straightforward Orientalism. Certainly the eclecticism adds to Jones's international 
reputation as being a designer facile in all styles of ornament. Certainly it softens the charge that Jones 
proscribed historical ornament in favor of a modern style. But his theory was enormously influential, and the 
damage done there could not be undone by an exception or two, nor undone by his own practice in interior design. 
His Orientalism was also a catalyst for the theory of conventionalization and we now turn our attention to the 
central document of his theory, his Grammar of Ornament of 1856. 
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Chapter 3: The Conventionalization of Ornament and Decoration  
The Background to Conventionalization: Pugin and Ruskin 
The conception of ornament as conceived in the plates of the Grammar differed radically 
from the styles of ornament being practiced or advocated in the decade prior to its 
publication. These styles were either rejected or incorporated by Owen Jones into  the  the  
Gr ammar .  The  m o st  prevalent approach to design of the 1840s, naturalism, was even 
practiced by Owen Jones in a rustic version for several of his chro m o l i tho gr ap hed bo o ks  o f  t he  
la te  1840s .  Bu t  by  co m m o n co nsent  o f  the  l i bera l  re fo rm ers  in  V ic to r ia n  de s i gn ,  
who  organized the Great  Exposit ion of  1851,  natural ism was the approach to be 
most severely criticized. This group included Owen Jones, Henry Cole, M. D. Wyatt, R. 
Redgrave, A. W. N. Pugin, R. N. Wornum and William Dyce. All agreed that naturalism was 
the function of the decorative arts was to abstract1 from nature the essential beauty, and not 
to represent nature in all  its a t t r i b u t e s .  T h e  p a i n t e r l y  t r a d i t i o n  o f  t h e  F r e n c h  
m a d e  n a t u r a l i s m  t h e  s t y l e  o f  t h e i r  f a v o r i t e  q u a l i t y  e x p o r t s  t o  E n g l a n d  ( F i g .  
3 0 ) .  
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 Character ist ic  of  this  k ind of  ornament is  the i l lus ion of  t h r e e - d i m e n s i o n a l i t y  
i n  t h e  r e p r e s e n t a t i o n  o f  t h e  f l o r a .  Furthermore,  natural ism was based on imitat ion 
which was an anathema to the liberal reformers. Three-dimensional  i l lus ion impl ied a  
disregard for  geometry inherent to the motif. Yet, as the French si lk from Lyons evinces, it 
was a beautiful style and had its most serious defender in Charles Dickens2 who criticized the 
flatness of the ornament being practiced in the 1840s. A. W. N. Pugin was the leading 
exponent and reviver of this flat style of ornament, which had its historical roots in the heraldry 
of the Middle Ages (Fig. 31). 
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Pugin's designs (Fig. 32) oppose the artistic suppositions of naturalism. Pugin argued in his 
Floriated Ornament of 1849 for two basic r u l e s  w h i c h  b e c a m e  i n c o r p o r a t e d  
i n t o  H i g h  V i c t o r i a n  conventionalism: flatness and the geometric distribution of the 
floral or foliage motif. 
The Goths disposed the leaves and flowers of which their design was 
composed into geometrical forms and figures, carefully arranging the stems and 
component parts so as to fill up the space they were intended to enrich; and they 
were represented in such a manner as not to destroy the consistency of the 
particular feature or object they were employed to decorate, by merely imitative 
rotundity or shadows; for instance, a pannel [sic], which by its very construction 
is flat, would be ornamented by leaves or flowers drawn out or extended, so as to 
display their geometrical forms on a flat surface.3  
 
Here Pugin descries the alternate floral tradition to naturalism which he developed out of 
his heraldic and emblematic styles of o rnam ent .  The  he ra l d i c  re f ers  to  h is  sec ula r  
des i gn s ;  t he  emblematic to his re l igious f igure-ground designs where the motifs are 
charged with symbolic significance creating moral emblems or messages for religious 
devotion. Pugin's theory of flatness was adopted by Jones and the Schools of Design under 
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Hen ry  Co le  an d R ich a rd  Re dg rav e  as  ax io m at ic .  I nd ee d,  S i r  Nikolaus Pevsner has 
pointed out that flatness has been an ideal of English art since the Middle Ages4; 4 in any 
event, flatness was revived as a primary rule of conventionalization in the late 1840s after 
Pugin had argued for flatness in Medieval design as early as 1841.5  Jones refined this 
criterion in the Grammar to a more optically charged surface without violating the principle 
of flatness in ornamental conventionalizations of nature. Yet, as we shall see in the next 
chapter, his use of color rendered his designs fractal, or at least hedging towards three-
dimensionality. 
Of course the revival of nature as a subject in ornament during the late 1840s had its roots 
in the Romantic vision of nature as epitomized in the works of Wordsworth and Coleridge. 
The mantle of these early Romantics fell  on John Ruskin, art critic, social philosopher, 
educator and a major voice in the architectural currents of his age. Ruskin's ideas were 
directly opposed to Jones and the Cole circle )  but as Victorians both factions shared a 
vested interest i n  n a t u r e  a n d  conventionalization. Ruskin's "Law of Help" which informed 
his ideal or morality in nature, devolved from his observations of plants and clarifies his 
opposition to Owen Jones and the Grammar of Ornament if his powerful social argument 
that is also being advanced may be set aside. "In a plant," Ruskin wrote, "the taking away 
of any one part does injury to the rest...the power which the several portions of the plant 
to help each other, we cal l  l i fe . . .composit ion may best  be def ined as  the help of  
everything in the picture by everything else."6 When Ruskin directed his drawing students 
of the mid 1850s to the subject of nature, he was not insensitive to the need for some degree of 
"conventionalism" in order to "seize...the vital truth in...the rendering of every natural form."7 
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His urging students "to the observance of  character ist ic  points ,  and the atta inment  of  
concise methods"8 was given with the awareness that "no detail can be as strongly expressed 
in drawing as it is in reality."9 That  he pushed his  students  to  draw nature "completely  
and unalteringly"10 without "exaggeration of force or colour in the nearer parts", reveals a 
reverence for nature morally offended by Dyce’s the "abstractive" method of Dyce which 
simplified natural forms to their essentials and, hence, subordinated the integrity and life of 
the whole plant to the end of ornamentation. Ornament g e n e r a l l y ,  f o r  R u s k i n ,  h a d  t o  
" c o n s i s t  o f  s u c h  s t u d i o u s  arrangements of form as are imitative or suggestive of 
those which are commonest among natural existence."11 In fact, Ruskin developed a hierarchy 
of ornament in his Stones of Venice which placed ornament based upon geometry on the 
lowest scale and ornament based upon higher forms of life at the top: 
A b s t r a c t  l i n e s  
Forms of  Earth (Crystals)  
Fo rm s o f  Water  (Waves)  
F o rm s  o f  F i r e  ( F l am es  a n d  R ay s )  
F o rm s  o f  A i r  (C lo u d s )  
Organic  fo rm s  (She l l s )  
F i s h  
R e p t i l e s  a n d  I n s e c t s  
V e g e t a t i o n  A .  S t e m s  a n d  T r u n k s  
V e g et a t i o n  B .  F o l i a ge  
B i r d s  
Mammalian Animals  and Man 12  
 
Although Ruskin was sympathetic initially to the conventionalized style of ornament being 
developed by Jones, it is quite clear, from his theory of ornament, that the more 
conventionalized phases of  ornament were infer ior  to  those higher  up in the 
hierarchy. Again, in another listing from the "Lamp of Beauty", Ruskin gives organic form 
derived from nature preeminence: 
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O r g a n i c  fo rm  do m i nan t  
Orga in ic  fo rm  sub-dom inant  
O r g a n i c  fo rm  a b st r a ct e d  to  o u t l i n e  
Organic form entirely lost. 
 Geometrical patterns...in the most vivid colour.13  
 
The kind of ornament recommended in Jones's Grammar most closely f i t s  R u s k i n ' s  
c a t e g o r y  3  a n d  c a t e g o r y  4 :  a b s t r a c t i o n  a n d  geometry being the two dominant visual 
characteristics of styles of ornament which had been conventionalized from nature in the 
past. 
Towards the Conventionalization of Aesthetic Form in the Grammar 
Jones and Ruskin agree on some basic Victorian issues with respect to ornament, 
although the balance of issues is certainly one of disagreement. First, they both agreed in the 
potential for ornament derived from nature, althoughn Ruskin was against the conventionalization of 
nature being extreme or severe enough to lead to a new style of ornament -- historical styles such as 
the Pisan Romanesque or the Venetian Trecento Gothic were perfectly appropriate for Ruskin's 
Victorian style. But the source of that style for Ruskin, Pugin, and Jones lay in nature. Of more 
significance is Jones's agreement with Ruskin's assertion that "noble design may always be told 
by the back of a single l e a f . " 14 J o n e s  w a s  m o r e  s p e c i f i c ,  m o r e  f o r m a l  a n d  m o r e  
a e s t h e t i c  i n  h i s  d e s c r i p t i o n  o f  t h e  s a m e  a s s e r t i o n  i n  t h e  Grammar.  Moreover, Jones 
significantly differs from Ruskin in the  tact ics  o f  h i s  use  o f  nature .  Nature as a source 
of inspiration for ornament appears after the study of the history of ornament, as the most 
fertile source for all the principles dealing with the distribution of form: 
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The single example of the chestnut leaf (Fig. 33) contains the whole of the 
laws which are to be found in Nature; 
no art can rival the perfect proportional 
distribution of the areas, the radiation 
from the parent stem, the tangential 
curvatures of the lines, or the even 
distribution of the surface decoration. 
We may gather this from a single leaf. 
But if we further study the law of their 
growth, we may see in an assemblage 
of leaves of the vine or the ivy the 
same law which prevails also in the 
assemblage of leaves. As in the 
chestnut leaf...the area of each lobe 
diminishes in equal proportion as it 
approaches the stem; so in any 
combination of leaves, each leaf is 
always in harmony with the group; as 
in one leaf the areas are so perfectly 
distributed that repose of the eye is 
maintained, it is equally so in the 
group; we never find a 
disproportionate leaf interfering to 
destroy the repose of the group. Grammar, 157. 
 
 
Not all the faculty of the Schools of Design agreed with Jones's assertion that there was 
"tangential curvatures of the lines:" J. K. Colling, who was an authority on conventionalized 
foliage o f  t h e  M i d d l e  A g e s  t o o k  s t r o n g  e x c e p t i o n  t o  a n  i m p o r t a n t  principle of design 
which Jones found in chestnut leaves. In the Bui l der  o f  1857 ,  Co l l i n g  p o inte d o ut  t hat  
nat ure  co ul d  generate designs based on the right-angle rather than the acute angle 
advocated by Jones.15 More importantly, Colling pointed to a fallacy or weakness in Jones's 
belief in nature's principles g o v e r n i n g  d e s i g n :  n a t u r e  c o u l d  p r o v e  o r  l e g i t i m i z e  
a n y  principles of art in design. Such an approach to design could re introduce natural ism 
into  the convent ional iz ing process.  Although Owen Jones thought that tangential 
radiation of lines from a parent stem at acute angles to be a natural law (and Colling is 
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really trying to prove an exception in nature to be a law in design and, therefore, that there 
is no simple "law of nature" in the sense which Owen Jones used it), he also observed that the 
oriental tradition accorded with this ornamental fact. "All  functions of curved l ines with 
curved" Jones writes in proposit ion 12, "or  of curved l ines with stra ight  should be 
tangential  to each other. Natural law. Oriental practice in accordance with it." The  fact s  o f  
the  h is to ry  o f  o rnam ent  supported a natural law in the growth of a plant; Coll ing's 
argument lacks the historical validity of ornamental fact to support his 
conventionalization. This emphasis on historical and empirical evidence in the Grammar  
proves further that Jones co ndem ned a s  ex cept io na l  a nd w itho u t  un iv ers a l  m er i t .  
Bo th  Colling's right angled approach to the arabesque, and the Turkish reentry curve also 
employed by the Elizabethans (Proposition 12) justified Jones's belief that an ornament 
appropriate to the Victorian age should be jointly based on the history of ornament a s  w e l l  
a s  u p o n  n a t u r e .  I t  i s  p o s s i b l e  t o  c o n c l u d e  f r o m  Proposit ion 12 just how 
important natural  laws were for his formalist conventionalization of rules of art: they 
legitimized the role of the Oriental  styles and the principles of their d e c o r a t i v e  a r t s  
i n  t h e  p r o c e s s  o f  c o n v e n t i o n a l i z i n g .  Proposition 12 relates most directly with two 
other propositions dealing with nature and conventionalization, both of which are a l s o  
r o o t e d  i n  O r i e n t a l  p r a c t i c e  i n  t h e  D e c o r a t i v e  A r t s .  Proposition 11, which states 
that: "In surface decoration all lines should flow out of a parent stem. Every ornament, 
however distant, should be traced to its branch and root. Oriental practice,” emphasizes 
the Oriental monopoly on the arabesque after the Byzantine era had passed on the 
chastened continuous stem  to  the  de co rat iv e  ar ts  o f  Ca i ro .  B ut  t he  fo rm  o f  the  
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arabesque is to be inferred not only from Proposition 11, but also Proposition 12 which 
discusses the junction of the minor tendrils with the parent stem. 
The arabesque is predicated on the principles of natural growth as demonstrated in 
nature. The use of the arabesque for decorative purposes is  frequently appl ied to 
irregular surfaces to be ornamented, although the Indians conventionalized brilliantly with the 
arabesque parent stem in regular formats. The bias of course is towards flatness, because 
the alternating spirals of the continuous stem and its tendri ls  describe a two-
dimensional tautness of lyrical lines across the surface. The distribution of the ornaments of 
conventionalized flowers and leaves from nature across the surface happens at regular 
intervals which can be geometrically plotted, because the c o n t i n u o u s  p a r e n t  s t e m  
u n f o l d s  w i t h  r e g u l a r i t y  o n  t h e  two-dimensional plane. 
The consideration of the fundamental qualities of the surface where ornament is 
informed by principles deriving from nature leads to an analysis of the fundamental qualities 
of the ornamental motif itself. Jones's Proposition 13, the last of the three propositions relating 
to the conventionalization of form, deals with the idealization of the ornamental image: 
“Flowers or other natural objects should not be used as ornament, but conventional 
representations founded upon them sufficiently suggestive to convey the intended image to the 
mind, without destroying the unity of the object they are employed to decorate. Universally 
obeyed in the best period of Art, equally violated when Art declines.”  
Conventional representations sufficiently suggestive to convey the image to the mind 
denotes the degree of abstraction from nature to a conventional motif  in the design 
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recommended by Jones. The key was just enough abstraction of the ornamental  m o t i f  
t o  s u g ge s t  a n  i d e a l  im a ge  by  m e a n s  o f  s t ro n g  v i s ua l  sensations.  Too much 
abstraction would lose the connect ion between the mental image of the flower and the 
object in nature and therefo re the de l ight  in  correspo ndences ,  an  aspect  of  Egyptian 
ornament which Jones admired, would be lost. The degree of conventionalization 
proposed by Jones was in any event too extreme for Ruskin, and he urged his students in 
1858 to "cast a w a y  w i t h  u t t e r  s c o r n  t h e  g e o m e t r y  a n d  l e g a l i s m " 16 o f  
conventionalized design which he saw as the "dregs of corrupted knowledge." 17 
At the basis of the ornamental motif conventionalized from nature was the inherent 
schema or structure of the ornament, the covert or inherent geometry analyzed by Dr.  
Christopher Dresser in  Plate XCVIII  of the Grammar ,  (F ig.34) .   
 88 
 
The only fu l ly  co lored plate  among the ten on Nature in the Grammar ,  Dresser's 
reveals the inherent structure of design of flora, from the bud to full  f lower. This use of 
covert, structural geometry was first exploited in detail by A. W. N. Pugin in his Floriated 
Ornament of 1849. But the most succinct conventional analysis of covert geometry remains 
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Dresser's plate on the flora and fauna of t h e  B r i t i s h  I s l e s .  H e n c e ,  i f  n a t u r e  i s  
o n e  s o u r c e  o f  conventionalization, geometry is the other. Nature and geometry 
t o g e t h e r  g e n e r a t e  t h e  i d e a l  m o t i f .  A t  t h e  s a m e  t i m e  t h a t  g eometry  prov ides 
the  pr im ary  means  of  o bta ining convent io na l  form it  is  also the major 
conventionalizing characterist ic of field design.  Geometry is primarily, but not always, 
employed covert ly  in  the convent ional iz ing of ornamental  mot ifs  from nature, 
although the conventionalized image could also be so abstract as to show only the 
purely geometrical schema of its original form. In the history of ornament, the 
conventionalizing pro cess  has  both  a  co nservat iv e ,  repet i t ive  and imitative tradition, a n d  
a n  a b s t r a c t i n g  o n e  w h e r e  t h e  o r n a m e n t  w a s  conventionalized over time beyond the 
recognition of its original p r o to t y pe ,  18  a s  J o ne s  no t i ce d  i n  co n n ec t i o n  w i t h  A ra b i a n  
o r n a m e n t  a n d  i t s  o r i g i n s  i n  t h e  G r e e k  a n t h e m i o n .  T h e  conservat ive  
tradit ion would keep to  covert geometry  in its  conventional forms, and over time the 
conservative force of habit would reduplicate the conventions intact as the Byzantine style 
per fe ct ly  i l lus t rate s  i n  the  h is to ry  o f  pa in t in g .  Ab st ra ct  traditions in ornament tend 
towards geometry, and indeed almost half of the Grammar shows pure geometric motifs in either 
simple or complex forms. 
Conventionalization and History 
It was precisely the formal quality of conventionalized f l a t n e s s  t h a t  R u s k i n  d e c r i e d  
i n  h i s  l e c t u r e  o n  " M o d e r n  Manufacture and Design" of 1859. At that time he belittled 
the creat ive process  of  convent ional izat ion and reaff i rmed the greater genius of 
three-dimensional design in decoration. The perfection required of conventional art was in 
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direct conflict with the craft aesthetic of Ruskin's medieval workman. Joy of work and 
ornament that was possible to make are recommended in his Seven Lamps of Architecture. 
Ruskin knew full well, as did Morris and the Arts and Crafts Movement later, that this approach 
would lead to an essential simplification of ornament if not its elimination from the object. The 
Schools of Design, on the other hand, valued a certain complexity which could only be 
achieved practically by the use of the machine. The Schools of Design were established in 1837 
upon the recommendation of the liberal Select Committee on Arts and Manufactures, which 
investigated during the late 1830s the relationship of design to the commercial exports of 
British manufactures. Ceramics, glass, metalwork, furniture and, most importantly for 
industrial manufacture, textiles were a l l  dependent  on ornamental  des ign.  The or ig inal  
School  of  Design, established at Somerset House, emphasized the workshop during the Dyce 
experiment18  which lasted from 1838-43; in other words the technical and machine approach 
to design. Although a Nazarene painter himself, Dyce advocated the distinction between 
beauty in the Fine Arts and beauty in the Decorative Arts. Dyce became an ally of Henry Cole 
when Cole turned his attention to the artistic and political reform of the School of 
Design in 1849 .  Co le  u sed T he  Jo ur n al  of  D e s ig n  as  h i s  p lat fo rm .  He  attracted a 
talented community of ornamentalists, including Gottfried Semper (who briefly 
reintroduced the Dyce experiment f rom  1852-54) ,  Thom as Hux ley ,  Chr i s to pher  
D resser ,  R ichard  Redgrave, and by his adopt ion of the Grammar  as  the School's  
handbook on conventionalized design, Owen Jones. Cole was to oversee a l m o s t  t w o  
h u n d r e d  S c h o o l s  o f  D e s i g n  a t  t h e  t i m e  o f  h i s  retirement, all committed to his 
progressive approach to ornament. Through conventionalization, Jones,  however,  remained 
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an Orientalist and an eclectic; the Schools of Design under Cole chose to foster a neo-
Renaissance ornament and design. 
The  Gr ammar  m ay be ro ughly  d iv ided in  i ts  k inds  o f  ornaments between those 
which derive from flowers and leaves and those which derive from geometry. Four major 
types of ornament not originating in the conventionalization of natural foliage and flora are 
consistently illustrated in the Grammar. These types of ornamental motif are the fret, the 
diaper, the chevron and the rosette. To take the simplest motif first, sixty-four examples of the 
chevron are to be found in eleven styles: that of  the savage tr ibes  of  the Polynesia,  as  
wel l  as  Egypt ian,  Greek, Pompeian, Byzant ine,  Persian,  Hindu, Indian, Chinese,  words 
the technical and machine approach to design. Only a few variations obtain in conservative, 
styleless, universal ornament. It is an obvious e x a m p l e  o f  O w e n  J o n e s ' s  a l l - i m p o r t a n t  
p r o p o s i t i o n  o n  t h e  relationship of the ornamental motif to geometry: "All ornament 
should be based upon a geometrical construction" (Proposition 8). I f  g e o m e t r y  p l a y s  a  
m o r e  o r  l e s s  c o v e r t  r o l e  i n  conventionalizations of ornamental motifs from 
nature, geometry can also be overt in the structure of the ornament. The rosette with its 
divisions of the circle into equal parts is an example o f  a n  a l m o s t  p u r e l y  g e o m e t r i c a l  m o t i f  
w h i c h  h a s ,  n e v e r t h e l e s s ,  s t r o n g  a s s o c i a t i o n s  w i t h  f l o r a :  w i t h  t h i s  difference, 
that the rosette is the first motif to be borrowed from an original style and 
conventionalized by another style. This evolution in its form is historical, and the Assyrians, 
who borrowed it from the Egyptians, went on to greater elaborations b u t  n o t  t o  a  
g r e a t e r  u n d e r s t a n d i n g  o f  t h e  p r o c e s s  o f  conventionalizing itself. 
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The third ornamental type based on pure geometry is the f r e t  a n d  i t s  r e l a t e d  f o r m  
t h e  i n t e r l a c e .  O n e  o f  t h e  relationships in the Grammar that Jones observes is his 
triple comparison of the fretwork of the Greeks, the Chinese and the Yucatan.19 In fact, 
many historical styles exhibit the fret a m o n g  t h e i r  o r n a m e n t s :  T h e  E g y p t i a n s ,  
P o m p e i a n s ,  R o m a n s ,  Byzantines, Arabs, Moors, Persians, Chinese, Goths as well as the 
Renaissance and Italian styles. The Grammar also illustrates m any  exam ples  o f  the  
d isco nt inuo us f ret  (which  Jo nes  fo und i m p e r f e c t )  i n  t h e  a r t  o f  t h e  G r e e k s ,  t h e  
C h i n e s e ,  s e v e r a l  variants from the Yucatan, and a Greek fragment from India. Far more 
important, and entirely dependent upon geometry and the field, are the roughly three hundred and 
seventy-five examples of diaper illustrated in the Grammar. Although a diaper might arguable be 
cal led a pattern rather than a motif  or ornament, the visual evidence of the Grammar 
supports the idea that the diaper was employed as an ornament. To be sure, the diaper 
becomes increasingly important in its more complex manifestations in Arabic and Moorish 
art as a system for the distribution of ornament. Two important ambiguities occur in the study of 
diaper work in the Grammar: 1) the point at which a change in scale transforms the diaper 
ornament into a pattern proper; and 2) the relationship of the motif to the diaper in the complex 
patterns of the Arabs, Moors and Elizabethans, where part of the motif doubles as part of the diaper. 
Diapers appear in the Grammar in seventeen of the illustrated historical styles, excepting only 
the Roman and the Italian. Constant, conservative classic diapers such as the checkerboard pattern of 
the Egyptians can be traced intact through the Occidental styles until the Renaissance, while 
more or less complex geometries can be studied in most Oriental styles. These four types of 
ornamental motif, with their important stylistic variations through the ages, and in different 
cultures, and the issues they raise with respect to conventionalization and invention refute 
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Jones's claim that ornamental types are invariably based upon the foliage and flora of nature. These 
four significant conservative types of ornament and their variations in the Grammar  
demonstrate that Jones devotes a substantial portion of the Grammar to pure, abstract 
ornament. Geometry, in fact, constitutes one of the major biases of the Grammar, whether in its 
more obvious form such as the fret, the chevron, and the diaper, or in its more subtle workings in 
the underlying covert geometric schema of the rosette or Tudor rose. 
Four of the eight propositions on the conventionalization of form in the Grammar (Propositions 
6-13) deal in particular with the creation of the ornamental motif, the essential building block in field 
design. These four propositions are based on empirical evidence, either involving nature as a 
subject or one or more styles from the history of ornament. These propositions are scientific in 
form and intent. By scientific, I mean the eighteenth-century definition by Dr. Samuel Johnson of 
science being art according to principles. It is no accident that this "conventionalization" 
articulated by Cole and his circle also means art according to principles. By definition, to 
conventionalize is to be scientific. In the crucial term of conventionalization, scientific approaches 
to the genesis of an original style of ornament were sanctioned by the very theory upon which it 
was based. By conventionalization Jones did not go as far as Ralph Wornum, the librarian at the Schools 
of Design in South Kensington, who wrote in 1856, that "a plant is said to be conventionally treated 
when the natural order of its growth or development is disregarded."20  Jones's intervention in 
the design by means of an ideal order based on the compass and the rule did not neglect the 
natural order of growth of a plant. Wornum, no doubt, refers to the accidental habits of nature; but, 
Jones went further in his conventionalization in describing the universal principles of nature, the 
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spiritual qualities of the plant, and based his conventionalization on these empirically 
derived principles. 
The historicizing aspect of the Grammar emphasizes the influence of style in 
conventionalization. In the example from different styles which the Grammar gives of basic 
motifs, some motifs are changeless, or nearly so during the process of adaptation and 
stylization in successive styles of ornament. Som e m o t i f s  o n  t he  o th er  ha n d be co m e 
t ran sfo rm ed  beyo n d recognition. 
 
 The Greek anthemion is a case in point, surviving in an adapted form to the Indian style, 
but transformed into another motif  altogether in the Arabic style of ornament. 
Stylization implies a historical context, the stylizing within the conventions of a given historical style, 
such as the Greek or Moorish or Medieval. Jones was conversant with the conventional forms in these 
styles and more besides. His eclecticism was not limited to conventional forms in a given style; but 
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he created ornament in a variety of styles from the occident and orient. His eclecticism is 
beautifully present in the Lépec fireplace designed by Jones for Mr. Arthur Morrison, M. P., at 16 
Carleton House Terrace about 1867. The exquisitely enameled fireplace features  a  l inte l  
o rnamented by  Greek and Chinese  forms intermingling in the same design (Fig. 35): the pale 
secondary colors and the discontinuous fret are Chinese; the anthemion p a t t e r n  i s  G r e e k  
( F i g .  3 6  b e l o w ) .  
 
 T h e  s a m e  e c l e c t i c i s m  p r e v a i l s  i n  t h e  decoration of 16 Carleton House Terrace, where 
Moorish ceilings interface with Greek cornices and covings rimmed at the dado by Egyptian inlaid 
woodwork (Figs. 37 and 38) 
 96 
   
 It  is as if the Grammar  had been opened at successive styles of ornament. History in 
ornament was employed here to signify a collective of perfection, in style, a synthesis of 
achievement in ornament, each style of which was designated to the element of the over-all design 
most suited to display its particular stylistic conventions. The styles cohere because they are presumed 
to be equivalent in perfection, capable of harmonious co-existence in close proximity to one 
another because each represents the pinnacle of achievement in the history of ornament. 
History, or more specifically, the stylistic qualities attributed to ornaments deriving from 
different historical sources, begins to play an important role in the culture of the Victorians in the 
1850s with professorships in the History of Art being established in the 1860s at Oxford and at 
Cambridge Universities. The discipline of history itself at the same time emerged among the tripos at 
Oxford in the 1850s and after the contributions of Voltaire, Vico and Gibbon of the eighteenth 
century, history began to play an important rationalizing and legitimizing role in the culture of the 
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age. Certainly, the impact of the study of historical styles of the ornament in the Grammar was 
markedly felt at the Schools of Design. While the attention to Islamic styles in the nineteenth 
century was continued until the turn of the century, the study of Chinese in i t ia ted by  Jo nes 
in  1836  led  o n to  a  tho ro ugh study  and adaptation of the Japanese style during the Aesthetic 
Movement of the 1870s. And although examples of conventionalized design in the Grammar  go  
back to Egypt ,  the pr inc iples of  ornament appropriate to and necessary for 
conventionalized design make their first inclusive appearance after the introduction of the 
Grammar. From that point on, conventionalization relied on principles deduced from prior 
conventional styles of ornament as well as nature. Th is  i s  the essent ia l  d i st inct io n  m ade by  
Redgrave in his Manual of Design: that history was as valid a source as nature for determining 
principles of ornament necessary for conventional design. 
Two possible avenues devolved to designers themselves with the acceptance of history as a 
guide for empirical studies of ornament: revivalism and eclecticism. The Grammar represents 
these twin aspects of nineteenth century design consummately. To take the simpler of the two, 
revivalism entailed the commitment on the part of the designer to working within the restraints of 
one given style. The various revivals of the Victorian era, the Greek, Reformed Gothic, Rococo, and 
Renaissance have this in common: that the architect or designer constrain himself to the historical 
dictates, the visual dynamics and principles of a particular style. There is a subtle relationship 
between revival and eclecticism to the extent that the two most committed revivalists of 
the age,  A. W. N. Pugin and John Ruskin, were also eclectic within the constraints of the Medieval 
style.  Jones's eclecticism was more typical. He could design in a number of styles: the Egyptian, the 
Greek, the Pompeian and Etruscan, the Byzantine, the Medieval as well as in the various 
 98 
oriental styles. Or, an eclectic could mix styles freely in a single work such as 16, Carleton House 
Terrace. Facility in revivalism and eclecticism came with the greater historical awareness, as the 
n i n e t e e n  h i s t o r i c a l  s t y l e s  o f  t h e  G r a m m a r  t e s t i f y .  Y e t  conventionalization implies 
novelty and the transcendence in design of historical limitations which dictate style. 
The shift in emphasis on historical studies involved the refining of a certain dilettante approach to 
history  known as antiquarianism in the eighteenth century to the more scientific a n d  s e c u r e  
f o u n d a t i o n s  o f  a r c h a e o l o g y  i n  t h e  e a r l y  a n d  mid-nineteenth century. The changes in 
attitude, awareness and v i s u a l  p r e s e n t a t i o n  a r e  o b v i o u s  i n  t h e  s u r v e y  o f  t h e  
historiography of ornament in the nineteenth century. Specific architectural measurement and 
reproductive plaster castwork typify Jones's and Jules Goury's work at the Alhambra in the mid 
1830s: the same precision of detail is also present in Austin Layard's rare Monuments of Nineveh 
(London, 1849) and Penrose's Principles of Athenian Architecture (London, 1852). Correctness of 
detail based upon measured drawings and polychromatic research best describes the illustrations in 
these great source books ornament in the nineteenth century. Despite the growing trend 
towards monographic studies of monuments or styles, the Grammar of Ornament dealt with the 
styles of ornament in history more comprehensively and thoroughly than any folio on ornament 
before i t .  T h e  s t y l e s  o f  t h e  A n c i e n t s ,  t h e  O r i e n t a l s  a n d  t h e  O c c i d e nt a ls  ar e  a l l  
t h e re  i n  o n e  v o l um e  in  a  sym b io t i c ,  comparative relationship to one another. Only after 
the Grammar was published was an eclecticism of the depth and diversity of Jones's possible in 
Victorian art. Only the Grammar offered the revivalist such a repertoire of new forms and 
conventions, whether he be a Byzantine or Medievalist. The appeal to history cut both ways 
on the issues of revival ism and eclecticism, offering support for both endeavors equally in 
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the plates, yet theoretically rejecting these alternative approaches to design in favor of 
conventionalization in the text. 
Conventionalization and Modernism 
Conventionalization implied something more than geometry or the stylization of nature 
and historical precedents. It implied the creation of an ornament appropriate for its age, 
embodying the values and ideals of the culture which brought it to life and gave it form. It was 
for his modernism that the Ecclesiologists attacked Pugin for building "conventional"21 
churches. Modernism implied the creation of a new style, a new o r n a m e n t ,  n e w  m o t i f s  f o r  
d e s i g n  t h r o u g h  t h e  p r o c e s s  o f  conventionalization. But the " l iberal izing" 
tendencies of conventionalization depend on how it is used. Stylization can be q u i t e  
c o n s e r v a t i v e  i . e . ,  i t  c a n  p r o v i d e  a  m e a n s  f o r  simplifying and making economically 
feasible complex ornament. It can represent a modest alteration of its starting points. Or it can 
be a means toward more radical innovation. Although conventionalization has its basis in 
the liberal philosophy of its age, it was presented by Jones and the Cole circle at the Schools of 
Design as essentially conservative reform. It is revolutionary in easy stages. It was the 
liberal philosophy associated with the conventionalization of the Grammar and its alliance with 
the scientific spirit, reform and the Industrial Revolution which led to its systematic attack by 
Ruskin who himself advocated a type of hieratical conventionalization in his Seven Lamps and the 
Stones of Venice before the appearance of the Grammar in 1856. Ruskin's crit ic ism stems from 
his Burkean revulsion of the Indian Mutiny of 1856.  He excoriated and dismissed the 
conventionalized Indian style of ornament as too "servile", too submissive for the architect 
ornamentalist or designer's ruling will. Ruskin argued most deeply for the individual will of 
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the craftsman for whom particular and peculiar eccentricities in the execution of the design could 
be discerned as a record of the delight of the artist. 
The conventionalized or modern design being proposed by Jones and sanctioned by the Oriental 
styles of ornament was too complex, too exact and precise to allow for the idioidiosyncrasies of the 
workman. The geometric precision of conventionalized design also allowed for its ready adptation 
to the machine. At the Great Exposition of 1851, machine ornament had been primarily 
naturalistic; but, Jones's Grammar and the influence of the graduating students at the School of 
Design challenged naturalist design with conventional ornament appropriate to its time. 
Ruskin's objection to the new conventional machine design which O w e n  J o n e s  p r o p o s e d  w a s  
a s  m u c h  s o c i a l  a s  a e s t h e t i c :  "ornament...has two entirely distinct sources of agreeableness;" 
Ruskin wrote in his Seven Lamps, "one, that of the abstract beauty of its forms, which, for the 
present, we will suppose to be the same whether they come from the hand or the machine; the 
other, the sense of human labor and care spent upon it."22 Ruskin cared most for the 
evidence of human labor in execution and justified this assumption with the claim that "all cast and 
machine work is bad, as work...it is dishonest."23  The moral criticism precisely parallels Pugin's 
objection to classical design in his Contrasts of 1836. But no such moral objection existed for 
Jones whose primary concern in ornament was for the care and planning of the design. Ruskin valued 
in his aesthetic the craftsman who represented the best of the social tradition of the Middle Ages. 
Jones celebrated science, industry and commerce and meant t o  a l l y  h i s  a r t  a n d  h i s  
p r i n c i p l e s  o f  conventionalization to these powerful forces of the nineteenth century. What 
he sought in his theory of architecture and ornament was a new approach expressive of these 
powers which were having such an influence on the institutions of the age. It was precisely this 
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alliance in the arts which Ruskin objected to: its scientific spirit, its extreme catholicity of styles, 
its liberal reforming impetus, its practiced adaptation to commerce and industry. These liberal 
alliances for art with the modern world, Ruskin, following the early Pugin, wished to check. 
Ruskin wanted the liberation of human craft labor in the arts; Jones wanted the discipl ine of 
human labor in relation to manufacture. Modes of adapting ornament to industry, not the 
social forces conditioning modern work, were the primary concerns for Jones. 
The aim of the Grammar is the achievement of a new style (or new styles) of ornament by means of 
conventionalization based upon the compendium of styles. To repeat, the basic repertoire of forms 
conventionalized from nature in historical ornament were few indeed -- the lotus and papyrus of 
the Egyptians, the honeysuckle a n d  a c a n t h u s  l e a f  o f  t h e  G r e e k s ,  t h e  f l e u r - d e - l y s ,  t h e  
q u a t r e oil and the Tudor rose of the Middle Ages -- a handful of convent ions based on nature 
through al l  the ages (see the "Universal Ornaments" of Chapter One). By looking closely at 
local foliage and flora Jones believed that a conventional form, the product of a decade-long 
search for an original ornament, would be generated according to his principles, and a style of 
architecture accommodating the new ornament created thereby. "We therefore think we are justified 
in the belief." Jones writes at the conclusion of the Grammar "that a new style of ornament may be 
produced independently of a new style of architecture; and, moreover, that it would be one of the 
readiest means of arriving a t  a  n ew  s ty le . " 24 T he  s t r at e g ic  lo c a t io ns  fo r  s u c h a n  
invention were already isolated by Jones who specified the capital and the points of support 
for iron-and-glass architecture as being the most fruitful architectural elements to yield an original style 
of architecture. There is  n o  d o u b t  b u t  t h a t  t h e  p r o c e s s  o f  conventionalization 
advocated by the Grammar of Ornament and by the Schools of Design did, in fact, create a new 
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style -- decried by Ruskin -- noted in passing by Lewis F. Day, who referred to it as a "geometrical 
mania"25  and described by Charles Handley-Read a s  a  V i c t o r i a n  g e o m e t r i c a l  s t y l e 26.  
B u t  t h e  b a s i c  building-block of conventional design, the ornamental motif, was further 
governed in the process of design by two aesthetic criteria which essentially discipline 
ornament in its application t o  u n de co ra te d  fo rm :  f i t n es s  a n d  p ro p r ie ty .  T h e re  i s  a n  
essential ambiguity as to the responsibilities of these two' aesthetic factors. Fitness is  the 
more functional term and propriety the more social term of the same condition. Fitness relates 
more to the specific and material ornament; propriety deals with the decorative system as a 
whole. Involved in these two aspects of design are interrelated questions of the rightness of 
ornament to the purpose, materials, form and status of the object decorated. A.W.N. Pugin 
employed these very canons of f i t n e s s  a n d  p r o p r i e t y  t o  d e f e n d  a  p i c t u r e s q u e n e s s  
f o r  architecture based upon the requirements of convenience and planning, instead of 
the picturesqueness based on Romantic antiquarianism of eighteenth-century Gothickness 
meant, above all for Pugin, the adaptation of the ornament to the form or surface being 
decorated. If the form or surface was two dimensional (as it so frequently is in 
architecture and the decorative arts) then ornament was bound by the conventions of f i t n e s s  
t o  b e  s i m i l a r l y  f l a t .  T h u s  P u g i n  e l i m i n a t e d  three-dimensional design with its false 
shadows from the province of his Medieval design, being the first to battle naturalism in ornament. 
Fitness in architecture had been a central principle for Pugin since his True Principles of 1841; 
what Jones did was to draw the parallel between architecture and the decorative arts and insist upon 
fitness as a requisite for any higher aesthetic f o r  o r n a m e n t :  " A s  i n  A r c h i t e c t u r e ,  s o  a l l  
w o r k s  o f  t h e  Decorative Arts, should possess fitness, proportion, harmony, the result of all which is 
repose" (Proposition 3). 
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Certainly, Pugin's concerns for fitness and propriety in design were echoed more poetically by 
Ruskin who observed in his chapter on "Ornament" in the Stones of Venice that "the especial 
condition of true ornament is, that it be beautiful in its place, and no where else, and that it aid the 
effect of every portion of the building over which it has influence...and it is fitted for its service by 
what would be faults and deficiencies if it had no especial duty."27  Although Ruskin thought that "all 
delightful ornament itself is independent of the structure, and arrived at by powers of mind of a 
very different class from those which are necessary to give skill in architecture proper,"28 yet, in terms 
of fitness, he sees applied ornament a subservient to, or in the service of, architecture. Ornament, 
although independent of architecture, must still be "fitted" to the naked form. There is s t i l l  an 
inherent  re lat io nship  between ornament and s tructure  which Ruskin urges. Ruskin was, 
nevertheless, remarkably reticent and foresighted in separating ornament and the artistic gifts 
which go with its creation from architecture. Jones was tragically clearer in his statement of the 
relations of the decorative arts to architecture: ornament was secondary to t h e  f o r m  t o  b e  
d e c o r a t e d .  The decorative arts served architecture: "The Decorative Arts arise from, 
and should properly be attendant upon, Architecture" (Proposition 1). Fitness requires for 
Jones the subordination of ornament to the form being decorated and requires further that the 
ornamental forms be adapted to the nature of the materials being employed and to the 
techniques which would execute the design. Service and proper attendance to architecture and object 
to be decorated on the part of ornament is of course a function of the propriety of the 
relationship between the Fine and the Decorative Arts. The liberal reformers in general, 
and the Grammar of Ornament in particular, maintained that ornament should be 
secondadry to the object being decorated, sparing in its decoration if complex in the ornamental 
motifs themselves.  Ornament should possess due deference to the function which the decorated 
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object  was intended to  perform. Propriety  is  a  question of possessing in the ornamental 
design qualities and values proper to the utility of the decorated object, a sense of belonging to a 
hierarchy of ideals which make a more noble conception of l ife possible. Thus propriety 
is not only an aesthetic, but points towards an iconology of the decorative system. Propriety 
was of course the subject of George Eliot's novels and the correct moral relations between the 
decorative arts and architecture, the subject of Jones's basic principles of design. Propriety was not 
the ultimate aesthetic for Jones, but in the process of conventionalization it governed the relations 
between the decorative design and the object or space being ornainentalized. If fitness describes 
the conventionalizing of the ornamental forms in relation to the surface being decorated, propriety 
defines the relationship of the over all design to the function and utility of the object. Propriety 
required the moral obligation on the part of ornament to serve the object being decorated. 
Whereas fitness is intrinsic to the conventionalizing process of generating ornament,  propriety 
is  extrinsic to ornament, but intrinsic to the decorative program. The liberal reformers thus 
sought to bring about a major revolution in design by attending to basic aesthetic criteria which 
would govern ornament and decoration. Brent Brolin has recently pointed out the continuity 
of these design principles for twentieth-century Modern architecture. Modernism, however, 
stripped these principles of their appropriateness and relevance for ornament and decoration.
 The result is a barren play of design principles in a f ield denuded of its content. The 
development of a modern style of ornament and decoration achieved its greatest results in Jones's 
original designs. Subsequent movements of architecture tended towards the elimination of 
ornament and the over-simplification of the decorative program. The influence of the Grammar is 
marked by the tragic impotence of Jones's dearest purpose, the creation of an ornament appropriate 
to its age as the anthemion had been for Greek civilization. Jones's conventionalization of 
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ornament was inevitably tied to a deeper decorative purpose, the creation of the field which 
is still relevant in quantum physics. The field, like the individual o r n am e n t  u p o n w h ic h  i t  i s  
b a s e d ,  h a s  a n  i co no lo gy  a n d a n  iconography. It is in the field that the ornament acquires 
potency by repetition, what Bloomer calls  "regulation" in decorative design. As such, 
decoration or the decorative field for Jones is an essential aspect of cultural memory, bringing to 
bear as it does a complete agenda of ornaments in one decorative system. 
The Conventionalization of Decoration: Field Theory 
The purpose of the Grammar of Ornament was not only the conventionalization of the color and 
form of an ornamental motif as illustrated by all the major styles of art, but also to set that 
new Victorian conventionalized motif into a coherent design which also accorded with the 
values and sentiments of its age: a n  o r i g i n a l  a n d  V i c t o r i a n  d e s i g n  r a t h e r  t h a n  
t h e  m e r e  appropriation of historical and revival precedents. Of course, the new Victorian 
style did not reject history. History was, in fact, at the core of Victorian culture, and the 
encyclopedic nature of  the Grammar  accords with this  preoccupat ion.  The Grammar 
evidences the Victorian preoccupation with the civilizing influence of style, history and fantasy set 
in the context of the continuous examination of the natural sciences. In the Grammar, 
ornament derives as much from the science of color and geometry as  f r o m  sty le  an d 
aesthet ic  inte nt io n .  T o  un derst an d t h i s  original Victorian style, variously described as 
geometric and exotic, one needs to understand the grammar or theory of the Grammar.  
Jones's presentation of ornament in the Grammar  is typically the isolation of the 
individual ornamental motif in a comparative context with other singular motifs. Only 
rarely in the snippets of ornament which fill the plates of the Grammar does Owen Jones 
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illustrate the motif incorporated into the full field. Examples, however, do occur in the ornament 
of the Savage Tribes, Arabic, Moorish and Indian styles. However, field design is essential to Jones's 
ideas on the invention of ornament and on the ultimate state of repose which ornament and 
decoration is meant  to br ing about.  The distr ibut ion of  the moti f  pattern by  
geometrical  means is crucial  to the maintenance of a taut two-dimensionality of the 
surface critical to the capacity of the motif  to  sustain v isual  movement,  and cri t ica l  to 
the successful interaction of decorative field and ornamental motif. Even in grafting the axes or 
diapers of the field one creates flatness; t he n  m o v em e n t  w i t h i n  t h i s  f ra m e wo rk ;  f i na l l y  
t h e  s u b t le  interaction between motif and field in an organization in which the two are 
inseparable, rather than appearing as a dominant f igure on a subordinate ground. A 
designer's knowledge of geometrical forms and constructions was fairly ubiquitous by the mid-
century: D. R. Hay, the ealiest Victorian to attempt to define form exclusively, according to 
geometrical construction had published his Original  Geometrical Diaper Designs29 in 1844 
and the Decorator's Assistant of 1847 claimed to be the "first work that has attempted to 
popularize"30 geometry for interior design. Geometry was first recognized as a characteristic style of 
mid-Victorian ornament by Lewis F. Day in rather disparaging terms. "The f lattened f loral  style,  
which,  one cannot say flourished, has died out," he claimed; "we have recovered from the 
geometric mania."31 Charles Handley-Read, one of the earliest modern historians of 
Victorian architecture, put his finger on the existence of the "geometric treatment of nature in 
pattern and ornament"32 by the High Victorians; but the description of the colored field in the theory 
of ornament of the Grammar has been largely neglected. 
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Given the tradition of geometry in architecture and ornamental design at the outset of the 
High Victorian period, it is hardly surprising to find geometry used in ornament by A. W. N. Pugin 
and Owen Jones, both of whom had been trained to the rule and compass of architecture. The 
predominance of geometry in design at the mid-century can be further accounted for by the 
demand of the aesthetic and architectural principle of fitness for  f latness  of  ornament 
when decorat ing two-dimensional  surfaces. "Flatness and geometric formalization" are the 
twin ideals of this Victorian style as Handley-Read points out33  because they mutually reinforce 
one another; if Euclidian it must de facto be flat. But the descriptions of the High Victorian 
geometric style in design have not been distinguished beyond these salient characteristics. 
For example, Pugin and Jones use geometry differently. Pugin, along with such Gothic 
Revivalists as G. E. Street and William Butterfield, applies geometry directly and principally to the 
ornament. Ornamental motifs may conform to the geometric subdivisions which impose upon 
and radiate out from the central emblematic feature of the design, but the net effect remains one of 
superimposing geometry on the ornament. In less complex designs, the motif in nature is 
flat.These emblems are then incorporated into a simple diaper pattern to achieve a working 
design. The principal feature of the design remains the iconic heraldicized emblem and not 
the incorporation of the emblem as pattern on the wall except as mere repetition. Jones's 
use of geometry is more subtle and complex than Pugin's. In the first volume of the Journal of 
Design and Manufacture (1849) edited by Jones's friend and fellow liberal Henry H. Cole, a position 
paper called for the "distributive treatment" of ornament: 
Ornament is applied to large surfaces in two modes: it is either gathered 
into groups with the light and the dark, form and colour, contrasting strongly with 
the ground, on which the groups are sparingly distributed, and which may be 
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called the individual or contrasted manner [typical of Pugin's emblematic 
design), or it is spread equally over the whole surface, the forms of the 
ornament nearly covering the ground, and the contrasts subdued and simple, 
which we may call the dividual or distributive manner [typical of Jones's field 
design]... it must at once be apparent, that the general equality and suppressed 
effect of the distributive manner is in accordance with that secondary nature of 
ornament which we have been advocating.34  
 
I t  i s  a  m ajo r  co ntr ibut io n  o f  Jo nes 's  that ,  w i th  h i s  v ast  archaeological knowledge 
of the Alhambra35  and his education as an architect, he brought an appreciation of the visual 
power of co m p l e x  g e o m e t r i c a l  p a t t e r n s ,  o r  d i s t r i b u t i v e  d i a p e r s ,  t o  M i d - V i c t o r i a n  
o r n a m e n t  .  T h e  M o o r s ,  J o n e s  c l a i m e d  i n  a  lecture in December of 1856, 
publicizing the printing of the Grammar, teach us "the great powers of geometrical 
combination, and the immense value of the principle o f  repet i t io n  of  mo st  s im ple  
e lem ents ." 36 The  geometr ica l  organization of field design requires subordinate conventional 
motif ornamentation, This is an essential difference between Pugin's emblematic design based 
upon the heraldic style, symbolic or imagistic in its content, which is "contrastive" in its 
execution, and Jones's sensationist  design based upon the subordination of ornament qua 
motif to geometry and color, which is "distributive" in execution and aesthetic in its artistic 
intent. For Pugin, the conventionalized emblem is principal and geometry the means for disciplining 
and flattening the ornament: t h e  d e s i g n  i s  t r u l y  t w o - d i m e n s i o n a l .  F o r  J o n e s ,  t h e  
conventionalized ornamental motif must be secondary to color and to the geometrical means of its 
distribution as pattern on the surface. The interaction of geometry and ornamental  motif  
introduces yet a further and more crucial distinction between the two modes of reform ornament of 
mid-nineteenth century England. Pugin's contrasted ornament required a subordinate "ground", the 
principal focus being on the emblem and not the ground. However, Jones's appropriation of the 
whole surface by means of geometry and distributive color and the consequent "secondary nature" 
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of the motif results not in a contrasted secondary ground, but in an integral "f ield"37.   In Jones's 
approach the ground al l but disappears, while helping in the distribution of the ornamental 
motifs by diaper grids over the whole surface. 
According to Owen Jones, the Moors constructed their geometrical ornament upon a 
simple principle: the designs “all arise from the intersection of equidistant lines around fixed 
centres."38  The fixed centers were determined in advance by the simplest of the geometric 
diaper grids which overlay the design. Jones thought that geometrical combinations were infinite 
(or, in his words, "infinitive"39).  However, subsequent investigation proves that only 
seventeen ornamental motifs tested by principles of "reflection" and "motion" are possible40. 
The mid-Victorians appreciated that the complex distributive diaper grids reinforced the surface as 
"surface" and therefore directly engaged the "background" on which Pugin placed his flattened 
emblems. Diaper grids created an optical stretch caused by the rigid adherence of the two-
dimensional grid with t h e  t w o - d i m e n s i o n a l  s u r f a c e  i t  d e c o r a t e d .  T h e  g e o m e t r y  
disciplined the surface, motif and color of the designs. What Jones meant by the geometrical 
construction of all ornament (Proposition 8) was not only the conventionalized ornamental 
motif which constituted the basic building block of the pattern, but also the geometric means for 
distributing the motif over the s u r f a c e  o f  t h e  d e s i g n .  G e o m e t r y ,  s o  i m p o r t a n t  f o r  t h e  
construction of the conventional motif and the distribution of color, is the primary means for 
organizing the design into a coherent whole. 
Hence, the total ity of the visual dynamic in field design, unnoted heretofore save in 
passing, is directly related to the construction of the conventional ornament, to the function and 
operation of color in the design, and to the geometrical organization of the regulating diaper 
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pattern. Field ornament, unlike the emblematic design work characteristic of Pugin, Street, Scott and 
Butterfield, is not perfectly flat: minimal intrusion towards the third dimension occurs in field design 
in many ways but principally because the two-dimensional diaper grid which conditions the 
ornament of the field is never employed alone but usually in conjunction with another layer, or 
several layers of diapering. The sum total of the overlay of diapers is in the abstract two 
dimensional, but the net effect when color is introduced to the design, is an overlapping of diapers, 
such as occurs in a tartan plaid. This overlapping suggests various slices of the realm 
existing between the second and the third dimensions, called "fractal mathematics" by 
modern geometers, which defies pure flatness. Some texture, some limited depth is brought about by 
the implications of relief given by the tendency of colors to recede if cool like blue, or advance if 
warm like yellow. These two complement of effects in the color of the field frequently establishes a flat 
plane for a single color which is overlaid by another plane of color. But there is a further 
complexity introduced when color and geometry cooperate in the de s i g n  a s  t hey  do  a t  t he  
A l h a m br a .  Mo o r i s h  o r n a m e n t  h a s  precisely this play of planes, of almost perfect flatness, 
conditioned by the geometry of its ornament (Fig. 39).  
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Moorish ornament is geometrically constrained by the diaper, yet in movement 
because of the dynamics of the motif; and, flat by the nature of the pattern but suggesting 
depths within the flatness by the overlapping diapers. The ornaments from diapers in the 
Alhambra collected together on Plate 41 in the Grammar (see Fig. 14 again) also show one further 
feature o f  the  m o t i f :  t he i r  a bst r act io n  a nd f ra gm enta t io n  creat e  sub-motifs, each with 
its own color-plane and each partaking in a secondary and tertiary overlay of diapers. This 
complexity of abstract motifs organized in a dominant diaper ornament is therefore 
sensationist in the component sub-motif in form as well as color. The abstraction of the primary 
ornamental motif of the diaper into their secondary and tertiary alliance with covert diapers in 
the pattern appeals to the creative imagination in the desire to have detail revealed in the design. 
These details are not noticed from a distance: only the sense that there is a greater complexity to 
the design than the primary diaper. The occ lus ion of  detai l  f rom a distance re lates  to  what  
Jones describes as "neutralization" in color. This neutralization and i ts  consequent  "bloom" 
are essentia l  to the space-making qualities of the decorative field. Hence, the abstract 
forms which create the dominant ornamental  motif  of the diaper do not reveal 
themselves at a distance. Only up close, the way Jones presented the sixteen diaper patterns from the 
Alhambra in the Grammar, can the complexity of the ornamental motif be fully understood in 
relation to the secondary patterns being generated within the principal ornament itself. 
This kind of subtlety in ornamental design, typical of the field design being propossed by the 
conventionalization of ornament in the Grammar has its counterpart in the system of 
proportions proposed by Jones. In Proposition 9, he describes the best  pro po rt ions as  the  
o nes  which  would be the  most  difficult for the eye to detect. Simple proportions such 
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as halves and quarters were too obvious in field design: instead the golden proportions based 
on thirds should rule the design. The visual complexity of field design (Fig. 40 below) was 
further enhanced by proportions which were initially covert to the eye.  
 
The difficulty of grasping these proportions and the fugitive secondary patterns which exist in 
the field stimulate the mind to analyze and inspect the design in its fullness, Visual and 
intellectual effort on behalf of the beholder is required in experiencing the design of the 
decorative field. 
Decorative Borders and Field Theory 
The most significant distinction to be made between the Victorian geometric styles of 
emblemism and field design is the enclosure of the field by means of borders which give renewed 
visual interest in the design. Emblematic design ignores the extent of the ground. The 
emblem itself and not its repeat is of primary importance in emblematic or heraldic design, whereas 
the distribution of the ornament is more important than the ornament itself in the decorative 
field. The Grammar of Ornament is in perfect balance between the illustrations of the ornaments 
which supply the motif for the field either directly or indirectly, and the ornaments which supply 
the borders for those fields. A f i e l d  n ee d s  a  bo r de r  i n  o r d er  to  b e  d i s t r i b u t iv e  i n  a  
discriminating and disciplined way. In heraldic design the tension of the ground is most 
intense where the emblematic figure and ground meet at the edges of emblem and ground. 
Visual  attention is primarily directed at an understanding of the symbols of the emblem. 
Once the moralistic message has been gleaned, the repetition of the emblem to "fill" a surface 
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(where required) is only a secondary consideration. Field design also operates visually at the 
edges of the design, but the edges in field design are not those of a play of figure and ground but the 
edge of the expanse of the field and the borders which contain this energetic advance of 
decorated surface. Borders renew the interest in ornamental motif and pattern after the eye has 
been fatigued by the exploration of the principal field. 
Emblematic designs may also have borders to terminate the expanse of the ornaments, but the 
attitude towards and conception of borders is quite different in emblematic and field design. In 
e m bl em at i c  o r n am e nt  t he  e x pa n s e  o f  t h e  s i m p le  d i a p e r  i s  terminated artificially at 
the edges of the design by simple borders which act as a convention in relation to the diaper. The 
border is not articulated in such a way as to compete with the visual message of the emblematic 
motif; rather, the border is a natural consequence to the simple repeat which distributes the 
emblem. Field design on the other hand, actively encourages multiple borders because it is by 
staking out the area that the "field" is made. In field design, the border and the diaper field 
cooperate to produce an optical fillip where the diaper field meets the border. The border is 
inseparable from the field i t  co nta ins  and term inat es .  Bo rders  fo r  f ie ld  des ign  are  
invariably more complex than the simplistic borders that terminate emblematic design. 
Moreover, the many registers of the borders which characterize most Victorian design 
compete directly with the field for visual prominence in the design. In f i e l d  d e s i g n  t h e r e f o r e ,  
t h e  o r n a m e n t o r  h a d  a  d o u b l e  obligation: to the field and its complex of diapers and motifs; 
and to the border which establishes and terminates the field by its profusion of registers.  
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A f ield design for si lk by Jones (Fig. 41) illustrates perfectly the three functions of 
geometry in field design which J. K. Colling observed in his Art Foliage of 1863: 
Geometrical lines and forms are applied in decoration mainly for three distinct purposes. First, 
they serve to divide surfaces into separate parts by combination and repetition of forms, upon which to 
apply foliated or other ornamentations -- technically called diaper -- or field design. Second, by 
repetition of form in one continuous direction only, and applied to borders, margins, mouldings, 
string courses, and the like. Third, by radiation from a centre, or on each side of a centre line, as 
applied to centres of flowers, bosses, and other similar purposes.41 
 
Colling was a violent opponent of Jones; yet as a teacher on ornament at the South 
Kensington School of Design he stil l  advances the basic features of field design and the 
importance of geometry to all aspects of the field. The border terminates by perpendicular or horizontal 
opposition the main expansion of the diaper which forms the basic field. As Collins pointed 
out, borders form a continuous pattern in one direction at a time only. The horizontal or 
the vertical axes are the only two directions accessible to the rectangular border.  
Where circular, oval, or triangular fields are established in design, the borders conform to the 
exceptional fo rm a t  i n  th e  sa m e  m a n n e r  a s  in  r ec t a n g u la r  f o rm a ts .  T h is  i s  ac h i ev e d  
i n  t he  bo r de r  by  perpendicular opposition to the diaper field which transforms the diagonal 
expanse of the field into algebraic, linear formats organized hierarchically according to registers. 
In a ceiling design (Fig. 49)?, Jones has created two basic borders for his principal decorative 
medallion: one in contrasting colors to the blue field contains a border of Greek frets 
terminating in the corner bosses to create secondary points of optical interest. Color distinguishes the 
border from the field by establishing contrasts (blue and red) between the field and the edge of its 
expanse. 
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But the renewed interest in conventional ornament which occurs with the introduction of the 
border is as much algebraic as it is geometric. Borders present pure patterns in a number of different 
equations or repetitive groupings (Fig. 42 below). 
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 The plate o f  P om peian bo rders  i l lust rated in  the  Grammar  presents  Greek-
influenced patterns in the full variety of their rhythmic groupings. Patterns may be simple such as A B A 
B or A b A b or complex, more highly developed and sophisticated such as in A b C b A where, for,  
example,  the Egypt ian lotus and the Greek anthemion work in a pattern which has endured the 
vagaries of style and civilization to posit its universal A B A B pattern in Owen Jones's original Victorian 
design for a cornice or coving (Fig. 43).  
What Owen Jones's original coving design reveals is a border within a border; a basic decorative 
elaboration on the theme of border. Note the disciplining, flattening function of the repetition of 
abstract horizontal two-dimensional lines in registers elaborated by abstract beading and no less 
than three subordinate patterns each far more abstract than the conventional floral ornament that 
decorates the principal pattern of the design. 
 Jones's carpet (Fig. 41 above) demonstrates that diaper ornament could also be used for 
b o r d e r s  a n d  s u c h  c o m m o n  p l a c e  m o t i f s  a s  t h e  c h e v r o n  m a k e  excellent margin 
borders to the principal decoration of the page. Jones designed many beautiful books with ornamental 
margins such as the illustrations from Joseph and His Brethren ornamented by him in 1862 in the 
onventionalized Egyptian style. There is no doubt but that the Victorian policy makers in design favored 
the creation of a conventionalized border based upon foliage and flora conventionalized from 
nature. However, the study of the Grammar of Ornament  proved the existence of more 
t imeless universal ornaments which had traditionally been employed as borders by 
decorative artists. By awakening the historical tradition in border design, the Victorian artists such 
as Jones were able to articulate and elaborate the decorative diaper field. 
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 A Critique of Conventionalization 
The most profound aspect of the Grammar is its theory of conventionalization as it applies to 
ornament and decoration. But  i t  i s  a  theo ry  which has  had m ixed resu lts  in  term s of  
influence. Le Corbusier seized on the field-making diaper to make it his exclusive system 
of decoration and his only ornament. From Jones's theory Corbusier took the implicit  
valuation of science, technology and commerce and again distorted Jones's original  
intent ion of original  ornament to make these aspects of modern l i fe the exclusive 
concerns of his building. Corbusier valued ornament in theory though he never practiced the 
art: it was decoration that he proscribed, although he was in effect a decorator whether he 
liked it or not. His use of the "accusing lines" of the grid is a stripped down version of Jones's 
field, stripped that is of the ornamental agenda. And. Corbusier realized the sublime quality of 
the grid, but employed it for its shock value and "terror" rather t ha n  fo r  th e  q u a l i ty  o f  
r e po s e  w h i c h  i t  g e ner a t es  i n  m o r e  s y m p a t h e t i c  h a n d s .  I f  C o r b u s i e r  a b u s e d  
J o n e s ' s  t h e o r y  o f  conventionalization, Wright used the theory with greater sympathy and 
integrated it into his own theory of organic architecture. Wr ight  c la imed in  the 
Autobiogr aphy  to  have  int roduced the Grammar to Sullivan; an extravagent claim, but it 
points out the importance of the Grammar  for Wright as a young and aspiring architect. 
The most important aspect of the Grammar which Wright adopted in his organic theory is the 
aesthetic of repose. But Wright simplified the theory of conventionalization as Jones had 
proposed it to near essentials. Conventionalization for Wright meant the inner dynamic of 
nature, the inner life of a plant or t r ee .  Fo r  J o n e s  i t  ha d  t h i s  m e a n in g  to o ,  b ut  s o  
m u c h m o r e  besides.  What  went  wro ng? Could the Mo derns no lo nger  read clearly? 
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After all, Jones's theory is set out with the precision of science; it is not encumbered with the 
purple prose of Ruskin. The problem is not so much in the writ ing I  think as in the plates 
themselves. 
The problem in other words was the subject of ornament. With the copying of ornament 
proscribed by conventionalization, the  p lates  ex is t  in  a  v acuum.  They are  there as  
h i sto r ica l  documents of the past but have only formal relations to offer the designer or 
architect. Jones's theory of conventionalization stripped them of living significance; 
historical ornament is no longer vital. In the search for a modern style such ornament is an 
encumberance. Since it can no longer be employed in Modern architecture, it belongs in 
the Museum or in the Library; no longer could it be applied to the building. Since 
Wright, who w a s  t ra i ne d  as  a n  o r n am e nt a l i s t  u n de r  S u l l i v a n ,  co u l d  n o t  comprehend 
the specifics of the theory of conventionalization as a p p l i e d  t o  o r n a m e n t  a n d  
d e c o r a t i o n ,  h e  t e n d e d  t o  a b a n d o n  decoration first of all, and after the textile-block 
houses of the 1920s, he tended to abandon ornament as well. Except for the ubiquitous grid 
of Jones's field, that is. The result of the rejection of ornament by Loos and the Modernists 
was monumental. It is tantamount to abandoning the past history of literature, of proscribing 
Chaucer, Shakespeare, Racine et al.; of banning not only books and ideas but authors as 
well. Since ornament is a part of the human language system, a threat to one language is a 
threat to them all. But we must be careful not to blame Jones for too much. His own practice 
remained in advance of his theory, and there he was inclusive of forms of ornament from the 
past. He realized after the Grammar that ornament from the past could be conventionalized 
as well .  T h i s  i s  o n e  o f  t h e  significant lessons of the plates of the Grammar.  What appears 
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to be the mo st  c ruc ia l  issue of conventionalization is its proscription against copying forms of 
ornament from the past. This ban underscores a negative attitude towards history itself. 
Modernism denies the historical past in any form. No longer does genius work to make 
the traditional relevant to the present: it denies tradition in any guise. It becomes 
quest io nable  whether  genius  can o perate  under  such constraints. A talent for 
engineering rather than architecture m a r k s  t h e  p r o d u c t i o n s  o f  t h e  M o d e r n i s t s .  
T h e r e  c a n  b e  n o  architecture without ornament and decoration. By banning the 
material substance, meaning and iconology of ornament, Modernists fo l lo wing  Jo nes  
preem pted the i r  bu i ld ing  o f  sp i r i tua l  v a lue ,  psychological potency and cultural reference. 
The damage was even deeper than this: Modernists rejected the humanizing and 
discoursive qualities of Architecture and set up the fiction of the Machine, The human body 
is not a machine; it is a synthesis of emotion, thought and spirit. The ornaments proscribed 
by the theory of conventionalization contain furthermore the wisdom of the past, and the 
act of their proscription severed the life of the  prese nt  f ro m  th at  o f  the  p ast .  O n e  o f  
t h e  s i g n i f i c a n c e s  o f  nineteenth-century architecture was the way it sought out past 
civilizations through archaeology and incorporated the ornaments of the past into their 
architecture; eclecticism was tempered by a modernist  updat ing of ancient  styles .  There 
was a certain delight in the complexity of the iconographic program of ornament and 
decoration; thought was made visible and ornament served the intellectual and spiritual dimensions 
of human existence.  
Yet, in Jones's theory of conventionalization there were at least the formal conventions of 
ornaments of the past to sustain the continuity of past and present in the search for a modern 
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style of ornament. Jones's acumen was to discern in the ornament of the past certain formal 
relations which they all had in common because ornaments of the past were all based on nature a n d  
n a t u r a l  o b s e r v a t i o n .  B e c a u s e  t h e  t h e o r y  o f  conventionalization is based on 
both nature and history it would be a major error to dismiss conventionalization because it 
proscribes the employment of specific historical ornaments. What an ornament of the twenty-first 
century needs to do is to reapply the theory of conventionalization to the universal ornaments of 
the past, and to resurrect the iconography of past civilizations in order to nourish and enrich 
the culture of the present. The focus of the theory of conventionalization on nature needs to 
be tempered with a benign influence of history.  The art  of the n ineteenth  century  
proved that  c iv i l i zat io n co uld  have i t s  culture and novelty at the same time. 
Romanticism has always been obsessed with novelty; but it never sought to deny history. 
Rather history provided much that was new in the nineteenth century. The tragedy of 
the two World Wars has been to deny our place in history and the relevance of history for 
our place in world civil ization. One cannot correct this tragic myopia by proscribing the 
theory of conventionalization: the theory has its claim to universality. But the theory should be 
corrected of its mistaken proscription of historical ornament and applied as much t o  t h e s e  
o r n a m e n t s  a s  t o  n a t u r e .  T h e n  w e  w o u l d  h a v e  o u r  tradition updated and genius 
could apply itself to the problem of Architecture. 
E v e n  m o r e  p r o b l e m a t i c  t h a n  t h e  b a n  o n  h i s t o r i c a l ,  universal ornaments was the 
denial of decoration on the part of the Modernists. If Modernists could deny ornament its 
rightful and essential place in architecture they could with even greater vehemence deny the 
role of decoration in architecture. But to deny decoration is another way of denying 
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ornament which depends upon the decorat ive  system for  i ts  distr ibut ion.  I t  i s  the 
decorative system which orders and organizes the ornaments on the exterior and interior of 
buildings. Without decoration, ornament has no means of asserting its claim for our 
attention. Through ornament decoration honors the architectural host. Like ornament, 
decoration has its own iconography: for the field it takes on the iconography of justice, 
mercy and dispassion which it shares with the individual ornament of the diaper. Decoration 
provides the living environment for the individual microcosm, the ornament. In the field of 
conventionalized theory it allows for the successive miniaturization of ornamental forms, 
hinting at the infinitude of the microcosm as does Jones's favorite Islamic ornament by 
providing ever smaller gestalts for meditation and contemplation. Like the ornament itself the 
decorative system is "hybridistic" to borrow from Bloomer's ideas; decoration has its own 
agenda, program and meaning distinct from the ornament it distributes, yet it transforms 
the ornaments into a scheme of coherence and potency by its power to organize and 
order the ornaments in space or on the surface of buildings. Decoration is therefore the art of 
organizing information other than its own, and l ike  o rnament i t  organica l ly  hum anizes  
space  and fo rm.  Decoration is capable of honoring not only the beautiful, but the sublime, the 
memorial and the political. To banish decoration in architecture is to strip from' architecture the 
means of ordering ornament in the built environment: the result is not architecture at all, but 
mere building void of spirit, character and mood. Decoration is also fundamentally 
related to another agenda of architecture advocated by the Grammar, but neglected and 
even p i l l o r i e d  b y  t h e  M o d e r n i s t s :  c o l o r .  I t  i s  t o  t h e  conventionalization 
of color that we turn our attention in the next chapter, for Jones was one of the greatest 
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colorists have pract iced the art  of  ornament and decorat ion which  are  the fundamental 
essentials of Architecture. 
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Chapter 4: The Conventionalization of Color in Jones's The 
Grammar of Ornament 
 
"I always design in colour"1 Jones reputedly claimed; and indeed, almost two-thirds of his 37 
"propositions” in the Grammar, some 20 of the propositions in all, deal with the 
conventionalization of color. Jones visited the Near-East in 1832 travelling throughout 
Italy, Sicily, Greece, Asia Minor and Egypt during the very year Delacroix journeyed to 
Morocco. The Orient deeply influenced the knowledge and taste in color of both artists. Jones's 
archaeological and architectural survey of the Alhambra in Granada from 1834-35, and again in 
1837, convinces him of the efficacy not only of the use of primaries, which both the Greeks and 
Egyptians employed, but also of the distr ibutive system of coloration which Moorish 
ornament attained through their geometric arabesque. Consequently, Jones's 
preoccupation with the conventionalization of form, with geometry,  and with nature 
as  a  source for  moti fs may wel l  be interpreted as  a  preoccupation with the means for 
the distribution of color over the whole surface. But the quality of color as applied to 
the o rnament  which he  apprec iates  best ,  and used thro ugho ut  his  f lo ra l  des igns ,  
m ost  c lo se ly  appro x im ates  the Ind ian.  I t  i s  significant in this respect that he usually  
employs gouache in his  des igns,  rather  than the water-co lor  that  A.  W,  N.  Pugin 
prefers ,  in  o rder  to  obta in  the  m ore  abst ract iv e  o pac i ty  o f  ornament which the 
Indians achieved with light motifs on a dark ground. The Indians mixed their colors with a 
water-soluble size base very similar to the gouache of the western tradit ion. Yet it is 
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not even the Indian color per se that Jones admired in their decorative arts, but their "balance 
of form and color". 
Although Jones claims to "design in color," he does not favor color over form. "The laws 
which govern the employment of co lo r , "  Jones states  in  d irect  and co nsc io us  
o ppo si t io n to  Ruskin, "cannot be separated from those which govern form either i n  
N a t u r e  o r  i n  D e c o r a t i v e  A r t s . " 2 I n  h i s  L e c t u r e s  o n  Architecture, Jones attacked the 
point of view toward color which Ruskin asserted: 
The first broad conclusion which Mr. Ruskin deduces from observance of 
natural color is, that color never follows form, but is arranged on a totally 
different system. He asks, what mysterious connexion there may be between the 
shape of the spots on an animal's skin and its anatomical system? The stripes of 
a zebra do not follow the lines of its body or limbs, still less the spots of a 
leopard. In the plumage of birds, each feather bears a part of the pattern which 
is arbitrarily carried over the body, having, indeed, certain graceful harmonies, 
with the form diminishing or enlarging in directions which sometimes follow, but 
not unfrequently oppose, the direction of its muscular lines. Whatever harmonies 
there may be are distinctly like those of two separate musical parts, coinciding here 
and there only, never discordant, but essentially different. I hold this, then, he says as 
the first great principle of architectural colour. Let it be visibly independent of form. 
Never give separate mouldings separate colours; never paint a column with vertical 
lines, but always cross it. He adds, "I know this is heresy." We believe it is; for, if it 
were not, it would justify all those violent instances of bad taste which we think so 
important to oppose.3 
 
In the battle of color and line, Ruskin opted for an extreme colorism. He deduced from 
nature that color "never follows form, but is arranged on an entirely separate system." As in nature so 
in architecture should color be "visibly independent of form."4  Ruskin rightly mainteined that "you 
will lose perfection of colour as you give perfection to line;"5  but this statement 
e v i d e n c e s  a  w a t e r - c o l o r i s t ' s  r a t h e r  t h a n  a n  a r c h i t e c t ' s  sensibility. Jones's primary 
concern was,  rather,  with architectural ornament, and the history of ornament revealed that 
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"colour is used to assist in the development of form, and to distinguish objects or parts of 
objects from one another" (Proposition 14, Grammar) -- an assertion Jones could also justify 
with reference to nature. Jones objected to Ruskin's colorism not only because Ruskin contradicted 
the historical use of architectural color but also because Ruskin's suppositions supported the 
"bad taste" of naturalism which Jones so opposed. For his part, Ruskin did not take exception to 
Jones's coloration in his designs themselves, but opposed Jones's conventionalization of color 
with the censure that "al l  of  Jones's rules would never teach anyone to color; the artist who 
submitted himself to the law of these three primaries was lost forever." 6 We wi l l  return to  
Jones's  proposit ions on the primaries, but Ruskin was forever opposed to conventionalization in 
art whether of form or of color. Although appreciative of the f i n e n e s s  a n d  d e l i c a c y  o f  I n d i a n  
o r n a m e n t ,  h e  r e j e c t e d  conventionalization altogether as corruptions of an evil heart. Moreover, 
because Ruskin appropriated A. W. N. Pugin's insight that art is the expression of its age, he 
also saw this as additionally buttressing his opposition to the conventionalism of Indian art. To him, 
the extreme savageness of the Indian Mutiny of 1857 also condemned conventional art which, 
according to Ruskin's logic, must be "directed to the exaltation of cruelty."7 
J o n e s ,  o n  t h e  o t h e r  h a n d ,  w a s  a  p o l e m i c i s t  f o r  conventionalization as the 
"propositions" of the Grammar reveal. That color assisted in the development of form and 
distinguished motif from motif (Proposition 14, quoted above) gave color a special power in the 
decoration of flat surfaces; whether for the printed or woven fabrics that went into costume, 
drapery,  carpets,  the furniture or wall coverings;  or for mosaics, inlaying, boulle work, or 
any of the other myriads of uses which Victorians found for ornament. "There is no other means 
of contrast in the flat," wrote Jones's contemporary, the librarian and design theorist Ralph Wornum, 
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"but that of colour."8  For them, color was meant to assist in the development of a particular 
kind of form far removed from the eclectic medieval kind which Ruskin had in mind. 
Jones had decided views on conventionalized ornamental motifs derived from nature, and 
nowhere is his disagreement with Ruskin more profound than in the creation of a conventional co lored 
ornament.  Color  had a  power in Jones's  theory  of  ornament equal to, even if not superior 
to, form: to design in color presupposes a higher activity of the hand, eye and mind, gifts that 
transcend the mere description of form. It is, above a l l ,  Jo nes 's  at t i tu de  to ward co lo r  in  
the  Gr ammar  wh ic h  distinguishes it from all contemporary publications on ornament. The most 
important review of the Grammar  in 1856 is by an aesthetician and color critic, Sir J. 
Gardner Wilkinson, who discussed, in 1858, the contribution of color to the historical understanding 
of styles of ornament in his survey of colored books on ornament published in the 1840s and 
1850s.9 Wilkinson argued that color dominated pattern in oriental design, that "color not 
pattern was the chief purpose."10  But the Grammar had a specific viewpoint with regard to form and 
its relationship to color which deserves review. 
Fundamentally, as Wilkinson noted in a chapter from On Colour  t it led "The Spirit of 
Ornament," pure ornament was “conventionalized from nature and art" and for Jones consisted 
"in idealizing, and not copying, the forms of nature."11 Having agreed with Jones that 
conventionalization of form is essential to ornament, Wilkinson turns his attention to the parallel 
need for a similar conventionalization of color. To conventionalize from nature meant to 
abstract from the third to the second dimension the primary characteristics of the foliage 
or flora which serves as the model and inspiration for the design, and to adapt and emphasize the 
geometric qualities inherent in the natural three-dimensional form. Sufficient abstraction by 
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means of geometry is essential to convey the original image; too much abstraction, however, would 
destroy the prototype. Although the Grammar also i l l u s t r a t e s  m a n y  p u r e l y  a b s t r a c t  t y p e s  
o f  o r n a m e n t ,  a  conventional motif based on nature was the purpose of the Grammar with respect 
to the creat ion of a new sty le  of ornament. Color  had the responsibility to assist and 
develop form. While the conventionalization of form described limitations with respect to the genesis 
o f  t h e  m o t i f ,  c o l o r  w a s  s t i l l  i n  a n  i d e a l  relationship to ornamental form. The 
conventionalized motif was capable of further abstraction through the articulation of its various 
components or elements by means of color. Such conventionalization of color implies a 
sensationist aesthetic. Conventional form generates conventional color. A change in form generates a 
change in color and a change in color can generate apparent changes in form. The sensationism of 
form, or the abstract elements of the design which create the motif, cannot be considered complete 
without color. Crucial to the development of form, color is the only means by which form can 
articulate its parts. 
"Colour is used to assist light and shade, helping the undulations of form by the proper 
distribution of the several colours" (Proposition 15). Not only flat ornament, but also 
modelling is assisted by the proper use of color. Just as in nature, color helps light and shade to 
distinguish one form from another so also in architecture and the decorative arts. Jones observed 
that "it would be too little purpose that the flowers should be distinguished by color from the leaf if 
the individual form of  the f lower and leaf  had been ext inguished in the p r o c e s s . " 12  
C o l o r ,  l i k e  o r n a m e n t  t o  a r c h i t e c t u r e  h a s  a  subordinate role to that of form. Color 
ornaments form. In the relationship of ornament to architecture where ornament is secondary to 
problems of construction for the Victorians, yet nevertheless, is the evidence of higher powers of 
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mind of the artist in the architect, so is color secondary to form in design. Yet it is the power of color to 
dominate the mind in a manner parallel to ornament in architecture. Hence, color is the soul to 
form. Without color, line would predominate in ornament which was flat, just as light and 
shade would dominate modeled ornament in the round. Proposition 15 a lso  emphasizes  the ro le  
of  distr ibut ive  co lor  in a composition. The equal  d istr ibut ion of  the surface to  be 
decorated by means of the tangentially radiating parent stem, allowed Jones to decorate a field of 
ornament by means of motifs. This system of conventionalization is quite different from the figure 
ground relationship of heraldic ornament favored by the Gothic Revival, and brilliantly exemplified in 
Pugin's ornament. By means of this system, Jones was able to ornament the motifs using smaller 
amounts of color, in a repetitive manner, over a literally larger surface, there being an optimum 
aesthetic size for the f igure in any f igure ground re lationship. The distributive system of 
ornament favored by the Moors and the Indians emphasized the total effect of the whole field 
in a way at variance with the predominance of the figure to the ground in heraldic design, even when 
the ground, as in Pugin's work, played a decisive role in the ornament. Distributive color presented a 
"neutralized bloom" from a distance, rather than an iconic sign as in heraldry. When distributive 
design is viewed up close the patterning and color of the motifs predominate in effect. With the 
optical sensations of colored motifs vying for attention, the distributive system of coloration was 
particularly rich in its patterning when viewed as a fragment of the whole, an effect denied 
to  f ig ure  g ro un d des i gn  in  w hi ch  t he  bas ic  gesta l t  m u st  do m ina te .  Geo m etry  a l so  
p laye d a n  important role both in the distribution of form and that of color. The 
arabesque of the parent stem was often organized according to geometrical means so that the 
individual motifs took their cue from the geometric grid which organizes the arabesque. With color 
organized according to geometry the visual dynamics of the design were complete. Each underlay of 
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pattern in the final design competes for visual attention. The undulation of form and the geometry of 
design's organization result in a rich bloom of sensations when color is added to the total effect. These 
three layers of the design create the harmony in decoration necessary for beauty. 
As Ruskin had already observed, Jones favored the use of the primaries: red, yellow and blue. 
Ruskin thought Jones "the scientific man" f o r  h i s  t h e o r i e s ;  b u t  t h e  r o o t s  o f  t h e  
controversy go deep into the history and theory of color. Leonardo da Vinci had stated the 
principal colors as red, blue, yellow and green which in painting (and the decorative arts),when added 
to black and white gave the basic palette. 
Why green was included in Leonardo's palette can only be surmised. As the medieval color of the 
Queen it has a mystical significance in being the color of birth and renewal. It is a lso ,  of  
course,  the co lor  sacred to  Is lam and the co lor  associated with Kidra in the alam al-
mithal  or the mundus i m a g i n a l i s .  N o t  u n t i l  t h e  l a t e  n i n e t e e n t h  c e n t u r y  w e r e  
scientific studies in the psychology and physiology of color to confirm Leonardo's correctness. In 
the meantime, the seven colors of Newton's spectrum, yellow, orange, red, violet, purple, blue and 
green held the potential for a more inclusive palette. Only when the French painter, J .  C.  
Leblon, published his Coloritto in 1756, dedicated to Robert Walpole, were the three primary 
colors isolated as red, yellow and blue, and these three colors formally established as the primaries for 
color pigments. In the nineteenth century theories of the three primary colors were put forward 
by the painter Charles Hayter in his New Practical Treatise on the Three Primative Colors 
(London, 1826) and illustrated by Jones in 1844.13  At the same time, in 1845, a new edition of the 
Chromatics appeared by Jones's personal friend George Field to reinforce Hayter.  Field had 
developed his position on color based on chemical analyses of the interaction of colors in 
 132 
1817. During the 1820s and 1830s Continental and British architects of repute such as 
Wilhelm Zahn, Gottfried Semper, and especially Ignatius Hittorf, together with Jones, began 
examining historical art i fact  and monuments  to  determine the co lor practices of past ages.14  
This research gave rise to various color theories and the practice of a colored architecture 
in Victorian Britain from the late 1840s into the 1870s. Jones believed in the historical 
evidence of the employment of the primary colors in decoration; and was in closest touch with 
the color theorists who advocated a system of color based on the three primaries. 
During the finest periods of ornament, Owen Jones and his continental contemporaries believed 
that the primaries were used exclusively. This was true of Egypt and Greece as well as in the decoration 
of the Moors, whose primary colors were repainted in secondary and tert iary colors by the 
Catholic  kings.  Jones believed that the use of the primaries should be disciplined 
however: "These objects are best attained by the use of the primary colours on small  
surfaces and in small  quantit ies,  balanced and supported by the secondary and tertiary 
colours on the larger masses" (Proposition 16). It is the function of the motif, therefore, to carry the 
primary colors in field design, while the field itself, the underlying geometric armature, could 
be a secondary or tertiary color. A design by Jones which demonstrates the use of the 
primaries for the small motifs and the use of secondary colors for the field is an 
extraordinarily subtle ceiling design possibly for the Summer Palace at Gezira, Cairo, Egypt (Fig. 44 
above) where dark red motifs ornament a complementary light green ground. The inversion of 
values of ornament and ground, really of motif and field, by subduing the potentially darker 
color green and darkening the value of the lighter red moves simultaneously away from western 
tradition in ornament which typically utilizes a light ground with a dark motif, and from the I n d i a n  
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w h i c h  u s e s  a  d a r k  g r o u n d  a n d  a  l i g h t  m o t i f .  T h e  restatement of the traditional roles 
of ground and ornament enables Jones to carry through in the design the maxim of his "Proposition 
34:" In "self-tints," tones, or shades of the same color, a light tint on a dark ground may be used 
without outline; but a dark ornament on a light ground requires to be outlined with a still darker 
tint." Consequently, he places blue lozenges between the red petals (?) which reach into the 
center of the motif to form a blue ring around a yellow center punctuated by two blue dots. The 
motif contains all three primaries (without which "no composition can be perfect")15 in 
proportions that neutralize the colors. George Field discovered that when the primaries were 
mixed in certain proportions: three units of yellow, f ive of red, and eight of blue;16 the 
colors fused harmoniously to form a white light. It was also Field who introduced the 
notion of chromatic equivalence or the neutralization of colors. Jones summarizes Field's 
conclusion with respect to chromatic equivalence succinctly in "Proposition 18:" 
The primaries of equal intensities will harmonize or neutralize each other, in the proportions of 3 
yellow, 5 red and 8 blue -- integrally as 16. The secondaries in the proportions of 8 orange, 13 
purple, 11 green -integrally as 32. The tertiaries, citrine (compound of orange and green), 19; russet 
(orange and purple), 21; green and purple, 24; -- integrally as 64. 
It follows that, -- 
Each secondary being a compound of two primaries is neutralized by the remaining primary in the 
same proportions; thus, 8 of orange by 8 of blue, 11 of green by 5 of red, 13 of purple by 3 of yellow. 
Each tertiary being a binary compound of two secondaries, is 
neutralized by the remaining secondary: as, 24 of olive 
by 8 of orange, 21 of russet by 11 of green, 19 of citrine by 13 of purple. 
 
Field's theory of neutralization really systematizes, some eleven years before Chevreul's celebrated 
lecture on the "Simultaneous Contrast of Colour,"17 a method for working with complementaries. 
The first description of neutralization in color occurs in Moses Harris's The Natural System 
of Colors (London, 1766) where he accounts for the neutralizing of light orange linen with light blue 
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bleach. Moses is also important for his observation o f  t h e  a f t e r  i m a g e s  r e s e a r c h e d  
l a t e r  b y  G o e t h e  i n  h i s  Farbenlehre, for the description of colored shadows which had 
fascinated Leonardo da Vinci, and for correctly distinguishing between the prismatic colors of light 
and the compound colors of nature. In the early nineteenth century, the painter Charles Hayter 
also observed that the juxtaposition of complementaries led to neutralization: "Every colour that is 
reflected on by its directly opposite colour, will be neutralized thereby; such as, green against red, blue 
against orange, or purple against yellow, in an equivalent degree with the power of light."18  What 
George Field did was to prove that neutralization also occurs in a chemical  analysis of 
color and that those neutral izations determined the quantity of color or the surface area 
involved which was neutralized by another color, its complement. Each secondary "being a 
compound of two primaries is neutralized by the remaining primary in the same proportions" of 16 
for primary and secondary complements and 32 for secondary and tertiary c o m p l e m e n t s .  
T h e  c o n c e r n  w i t h  s e c o n d a r y  a n d  t e r t i a r y  complementary contrasts indicates the 
advanced, but little credited, state of British color theory with respect to the French 
throughout the 1830s, an advance sustained by the British invention of the new metallic colors during 
the 1840s and 1850s. This is not to suggest that Field's analysis is more complex than Chevreul's; it 
certainly is not. However, Field's theory of complementaries of 1817, popularized by D. R. Hay's The Law 
of  Harmonious Colouring (Edinburgh, 1826), made available to English artists and designers a 
knowledge of complementary contrasts and a system for their application long before the 
appearance of Chevreul's book in 1839. In this regard, Chevreul's theory, while more 
technical, only elaborates upon Field's system which was still a sound principle for Dr. Christopher 
Dresser's color analysis in his Principles of Decorative Design as late as 1873. 
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To return to the ceiling design (Fig. 45 detail), at the fixed distance of the floor, a pink results 
from the red, blue and yellow neutralization of the center of the ornament, because the green 
ground suffuses unhindered its optical complementary, light red, over the entire motif. A dark red 
outline emerges around the  m o t i f  to  s t re ng th en the  p ink nes s  o f  t h e  cente r .  T he  
darkening of the outline results from the interplay at the motif's edge of red, blue and 
green whereby the blue lozenges submerge into the green field while giving simultaneously 
a purple mix to the red berries (?) already reinforced by their complementary Juxtaposition with the 
light green. The red motifs are then brought into direct optical contact with the darker green 
ivy leaves not only by means of the red tendrils which emanate from the tips of each green leaf to 
animate the surface further, but also by the underlying structure of geometry which creates hexagonal 
patterns out of the leaves around specified red m o t i f s .  A l t h o u g h  a t  f i r s t  g l a n c e  t h e  o n l y  
s t r u c t u r a l  organization of the composition appears to be the cluster of red motifs at the center of 
the design, in fact, the design is both highly and subtly structured. The cluster really generates a 
hexagonal pattern that explodes ourwards into diagonal diaper grids. The hexagonal pattern 
of the red motifs, maintained almost subliminally by the hexagonal disposition of ivy leaves 
around the pattern's critical structural points, blooms outward from the center as the motifs bend 
around the linear impositions of the hexagonal structure of the design to create optical  
contrasts of straight, inclined and curved lines, the form giving counterparts to the three primary colors. 
Even more organized geometrical patterns obtain in the lower center yellow panel (Fig. 46 
detail) which initially appears so saturated with f lower moti fs ,  t iny  leaves and v ines  as  to  
g ive  the impression of utter chaos. But the impression of disorganization results from the multitude 
of fugitive patterns which appear and disappear as quickly as they are noticed. Once the 
 136 
essential diaper grids have been apprehended, the composition settles into a more or less regular 
interplay of lozenge distributed white f lowers,  blue f lowers  in  squares  with red f lowers  
on the diagonals, and a blue flower at the center of a white floral square. Only the red 
flower fails to yield a primary pattern. The color relationships between the blue flowers and 
the red, approximates the Grammar's ratio of eight units to five of the red. The yellow panel, 
more optical than the light green one, depends more upon the bombardment of organized 
color sensations than the subtle color effects of primaries and complementaries which 
characterize the central, larger green design. 
I f  t h e  l i g h t  g r e e n  p a n e l  c o n t a i n s  t h e  m o s t  c o v e r t  geometry operative within a 
complex system of motifs, and the yellow panel evinces greater optical force by the 
integration of simple primary color motifs within complex diaper patterns, the orange panels 
(Fig.47 detail) to either side of the green demonstrate Jones's mastery of a purely 
sensational motif. A .  G. Baumgarten's observation that "a sensuous discourse is perfect in 
proportion as its component parts arouse many sensuous ideas"19 applies aptly to Jones's 
ceiling design. It is the flux of form and color in changing relationships which account for the 
sensation in the design. Sensationist motifs and design emphasize the abstract individual 
components of the motif, and create multiple images of frequently ambiguous and f leeting 
shapes. Jones pioneered this kind of design by imitating the physiological function of the eye 
in its abstraction of information from the design. Jones himself recognized the "blended" and 
"blooming" quality of "neutralization" in field design in his Proposition 22 of the Grammar, the 
blending of colors and geometric shapes and the neutralization of these fugitive shapes in 
the overall design. The emphasis on a fugitive, sensuous reality in the geometry of the 
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design is complemented by Jones's intention to generate sensationist color. In the ceiling 
design, the light yellow motif requiring no border between it and the orange ground, 
contains at its center a light blue colored ornament which does require a border around the 
enclosing yellow ring (See Proposition 34 above). To emphasize the tendency of the yellow ring to 
suffuse a purple corona around the edges, Jones places small red dots along the circumference 
of the blue circle. Again he lightens up the blue element by painting an even smaller yellow 
circle with a red dot at the center to fuse into the semblance of a light blue core 
reverberating against a darker blue halo. The same optical effect, repeated in the transition light 
yellow outer ring to the orange ground, gives to the motif composed of the primaries, visual vitality 
almost hypnotic in its consistency. It is this kind of sensationist aesthetic delight (or  play)  in  
co lors  and in co lors  organized according to  Proposition 16 (to repeat: of "primary colours on 
small surfaces and in small quantities, balanced and supported by the secondary and tertiary colors 
on the larger masses") which promotes an aesthetic feeling within each panel of the ceiling 
design. In this ceiling design, Jones created individual color effects while orchestrating the sensationist 
color over the whole surface by means of geometry. 
"Primary colours should be used on the upper portions of objects, the secondary and tertiary on the lower," 
writes Jones in the Grammar (Proposition 17). "Thus in Nature we have the primary blue, in the 
sky; the "secondary, green, in the trees and f ie ld s ,"  he  co nt in ues  i n  Lect u re  I I ,  " -  en di n g  
wi th  t he  tertiaries on the earth... 
 This law will be found of great use in the decoration of our dwellings".20  In one of Jones's 
most successful and beautiful designs for an unidentified interior these conditions obtain (Fig. 
48). A dark blue coving richly ornamented in gold gives way to an elaborately decorated cornice 
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frieze in gold. More sparing borders in blue frame the wall panels in a splendid magenta purple.
 A medium width strip of crimson red frames by black and gold lines ornaments the mat 
black dado. The primaries (for gold and yellow are synonymous here) are used sparingly.  The red is  
conf ined to  the dado because "Red, the most positive of all colours, looks best in shadow."21 
The large panels of magenta purple enframed by aqua green fulfill "Proposition 17" by their correct 
placement in the c e n t e r  o f  t h e  c o m p o s i t i o n .  T h e  o p t i c a l  q u a l i t y  o f  t h i s  sumptuous, 
sensual design results from the delayed complementary contrast of the gold frieze with the magenta 
purple panel and the aqua green border with the red strip. The tension of these 
complementaries stretches across the entire design, incorporating cornice, wall and dado in an optically 
highly charged color field design. 
The shift in emphasis away from the primary colors and away from the complementary effect 
of primary colors can only by explained by Jones having read Goethe's Theory of Colours 
translated by Charles Eastlake in 1840, which Jones had in his library at his death in 1874. First of 
all, the complementary o p p o s i t i o n  o f  t h e  s e c o n d a r i e s  g r e e n  a n d  p u r p l e  p r o m o t e  
after-images which strengthen, without neutralizing, the two secondaries involved: the 
red after-image of the green border suffuses a harmonious red over the purple field adjacent to it. 
Likewise the yellow after-image of the purple field qualifies and strengthens the yellow of the green. 
Secondly, the black dado is especially Goethean, as it was Goethe, who argued against the 
exclusion of black from the basic colours by Newton. Most of Goethe's color experiments involve 
the use of black which makes such a handsome backdrop for the red ornamental line decorating the 
dado. 
 139 
9 
It is worth noting Jones's preoccupation with borders in t h is  des ig n .  Th e  b l ack  bo rde r  
enfr am ed by  the  n arr o w b lu e  stripes has gold ornaments which need no further clarification 
of form -- "Ornaments in any colour, or in gold, may be used as white or black grounds, 
without outline or edging," (Proposition 33). Borders are Jones's principle means of ensuring 
that colors do not abut one another  "Colours should never be allowed to impinge upon each 
other,"  (Proposit ion 28) .  Particularly successful and highly architectural are the twin gold 
borders around the magenta purple panel and those which surround the crimson red 
border in the dado. The unifying use of gold again relates the dado to the wall and the 
cornice. Most of all, the visual nexus of the design centers in the optical shift from wall panel to 
dado to cornice to the wall panel again. The magenta purple stabilizes the inter-weaving of 
gold and black which reach from the floor to the ceiling. All the three primary colors are to 
be found in the aqua green and magenta purple, a fact which gives the "perfection" of 
the purple wall panel some credence since, to repeat, "no composition can ever be 
perfect in which any one of the three primaries is wanting, either in its natural state or in 
combination" (Proposition 23). The reason for this is also to be found in a corollary 
proposition: 
Each colour has a variety of hues, obtained by admixture with other colours, in addition to 
white, grey, or black:  thus we have of yellow, -orange yellow on one side, and lemon-
yellow on the other; so 
of red, -scarlet red and crimson red; and of each every variety of tone and shade. When a 
primary tinged with another primary is contrasted with a  secondary, the secondary must have a hue of 
the third primary" (my emphasis, Proposition 20). 
 
The subdued yellow of the aqua green balances the red-blue of the magenta purple, just as the 
magenta purple wall panel balances the overall design of black and gold. Beauty obtains by means 
of t h i s  m y r i a d  o f  s e n s a t i o n i s t  c o l o r  i n f l u e n c e s .  T h e  m o r e  difficult it is to perceive these 
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relationships, the more perfect the repose, according to Jones. "You may have large masses of 
pale blue," he wrote in his Lectures, "because the white in the blue helps to give repose to the eye, 
so you may have large masses of purple-red, as shade here gives the same repose."22 This 
classic design is a harmony of shades, or colors tinted with black. The interweaving of effects with its 
delayed complements again recal ls  Goethe.  Most  of  a l l ,  the design proves how 
sensationist large, abstract passages of color can be and how successful Jones's propositions are 
despite Ruskin's censure of Jones's use of the primaries. 
One final proposition on the primaries must be accounted for in Jones's Grammar of Ornament. 
This proposition devolves from Jones's coloration of the Crystal Palace   (Fig. 49) in 1851.  The 
wording for the proposition may be found in Jones's lecture "On the Decoration propose for the 
Exhibition Building in Hyde Park."23 Here from the Grammar: 
"In using the primary colours in moulded surfaces, we should place blue, which 
retires, on the concave surfaces; yellow, which advances, on the convex; and red, 
the intermediate colour, on the undersides; separating the colours by white on 
the vertical planes. 
When the proportions required by Proposition 18 (8 blue, 5 red, and 3 
yellows) cannot be obtained, we may procure the balance by a change in the 
colours themselves; thus, if the surfaces to be coloured should give too much 
yellow, we should make the red more crimson and the blue more purple, 
- i.e., we should take the yellow out of them; so if the surfaces should 
give too much blue, we should make the yellow more orange and the red more 
scarlet. (Proposition 21). 
 
Jones's intention for the Crystal Palace was to increase the "grandeur" of the 
bui lding by color ing the cast iron piers,  designed by S ir  Char les Barry,  according to 
Proposit ion 21. "This grandeur," Jones lectured, "may be still further enhanced by a 
system of colouring, which, by marking distinctly every line of the building, will increase the 
height, the length, and the bulk."24  Because the roof was to be covered with canvas thereby 
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diminishing the light and shade, either a light or a dark color for the cast-iron piers and the 
membranes of the building would have been lost in indistinctness. Since it is the duty of 
color to assist light and shade (Proposition 15), the primary colors w e r e  b e s t  s u i t e d  n o t  
o n l y  t o  b r i n g  i n t o  h i g h  r e l i e f  t h e  architectural  features of the building but also its  
sublime qualities. A critic for the I l lustrated London News  described the paral lax effect 
of the aerial  perspective which Jones's coloring lent to the Crystal Palace interior thus: "To 
appreciate the genius of Owen Jones, the visitor must take his stand at the extremity  of  the 
bui ld ing - -  looking up the nave,  with i ts  e n d l e s s  r o w  o f  p i l l a r s ,  t h e  s c e n e  
v a n i s h e d  f r o m  e x t r e m e  brightness to the hazy indistinctness which Turner alone can 
paint."25  The hazy indistinctness was the result of Proposition 18 whereby 8 units of blue, painted 
on the appropriately retiring concave form, mixed with 5 units of red residing in the shade of the 
"undersides" of the girders, all melding with 3 units of yel low which advances in its  
brightness and therefore was properly placed on the convex forms. While William Hogarth 
had isolated the three "prime tints" as early as 1753,26 it was Field's genius to realize that 
these proportions neutralized the primaries into white light again. It was Jones's genius to 
realize that the coloring would effect a neutralization of the structure at a distance as it would 
increase the distinctness of the parts up close. The white which separated the primaries one f r o m  
t h e  o t h e r  o n  t h e  p i e r s  a b s o r b s  t h e  c o m p l e m e n t a r y  after-images of the blue and the 
yellow which would have, had the white not been employed to separate the two primaries, suffused 
the blue with purple (the complement of yellow) and the yellow with orange (the complement of 
blue). The white border between t h e  t w o  p r i m a r i e s  p a i n t e d  o n  t h e  p i e r s  y i e l d s  a  russet 
after-image (the mixture of orange and purple) while maintaining the full brilliance of the individual 
primaries. 
 142 
This employment of white to separate two colors derives from Chevreul's The Principles of 
Harmony and Contrast of Colours (Paris, 1839): Chevreul's principles really apply to complements 
proper whereas Jones's, proposition and the coloring of the Crystal Palace deals with the 
primaries only. Nevertheless, Jones knew Chevreul's principles well and made use of 
them in pro po s i t io ns  t o  whic h  we  wi l l  re tu r n.  T he  use  o f  w hi te  t o  separate the two 
primaries of the piers at the Crystal Palace facilitated the "neutralized bloom" of the 
structure when viewed from a distance. It is this neutrality of colors which goes to the 
heart of Field's chromatic equivalents of Proposition 18 and which g iv es  r i se  to  the  seco nd 
part  o f  P ro po s it io n  21 .  " We cannot in decorating buildings," Jones lectured with reference to 
Proposition 21, "always command the exact proportions of coloured surface which we 
require, but the balance of colours (8 blue, 5 red and 3 yel low) can always be obtained 
by a change in the colours themselves... A practiced eye will as readily do this as a 
musician can tune a musical instrument."27 The emphasis on practical and empirical 
experimentation goes beyond science here. The emphasis remains the same -- the neutralization 
of the colors in accordance with Field's chromatic equivalents. In this sense, Jones's advice is 
common sense. If the surface presents too much red, for example, the other two primaries 
should reinforce each other by taking on each others’ hue. Thus the yellow would be more 
citrine and the blue more aqua (see Proposition 21 quoted above) .  The soundness  o f  
Pro po sit io n 21 i s  demo nstrated in  success of the Crystal Palace's coloration. Like all of 
Jones's propositions in the Grammar it has its basis in empirical fact rooted in 
experimentation and observation of the best practices in the history of ornament and 
decoration. 
 143 
 
Likewise, Chevreul's (and Goethe's) principles were based upon empirical evidence. At 
least three propositions in the Grammar are based on Chevreul's observations. These are: 
 
When two tones of the same colour are juxtaposed, the light colour will appear lighter and the 
dark colour darker (Proposition 24); 
and: 
When two different colours are juxtaposed, they receive a double modification; first, as to 
their tone (the light colour appearing lighter, and the dark colour appearing darker); secondly, as to 
their hue, each will become tinged with the complementary colour of the other (Proposition 25); 
and: 
Colours on a white ground appear darker; on black grounds, lighter (Proposition 26). 
These propositions restate Chevreul's pr inc iples  of  the complementary contrast of value 
where, for example, the juxtaposition of red and green will make the red appear redder 
and the green, greener. The complementary after-image of both colors reinforces the saturation 
and intensity of each hue. The after - im age  o f  green be ing  red,  when p laced bes ide  a  
red,  suffuses its after-glow of red on the red, thereby increasing the saturation and intensity 
of that color. This effect is most noticeable where the colors abut. In another elegant 
interior design Jones uses complementary colors of different saturation to great advantage (Fig. 
50). 
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 Here a contrast of golden orange is complemented by larger masses of light blue because 
"each colour has a variety of tones when mixed with white, or of shades when mixed with grey 
or black. When a full colour is contrasted with ano ther  o f  a  lo wer  to n e ,  the  v o l um e o f  
the  l a t ter  m ust  be  proportionally increased" (Proposition 19). The design in light b lue  
descends correct ly  from a fu l ly  saturated b lue  rov ing decorated with 
co nvent io na l i zed go lden yel low f lowers  to  a  cornice frieze of value-contrasted lighter 
yellow honeysuckles on an orange ground and spreads out into the larger masses of light blue, 
l ight yellow and rose to the golden orange secondaries b e l o w .  H e r e  t h e  c o l o r  
c o n t r a s t e d  d o o r - p a n e l  m o u l d i n g s  i n  alternate stripes of light blue, rose and light yellow 
creates an aura around the darker  orange panels  as  i t  eases  the value contrast 
between the light yellow frame and the golden orange field. The delicate halo enables 
Jones to elaborate the orange panel and to emphasize its quality as a field by a single incised 
dark orange line decorated in the corners by small honeysuckle motifs. The border 
transitions are crucial to Jones's use of multi-colored fields: "The colour should never extend 
to the edges, as this gives the appearance of meanness and want of finish: a small border is a 
great addition, and on pla in co lours  a  smal l  inner  border  is  st i l l  further  improvement,  
as it  prevents the eye from running out at  the sides."28 The borders also provide the 
essential geometry needed to discipline the push-pull contrast of the color complements 
into the wall surface. The pronounced tendencies of the light b lue  pane ls  to  
dem ater ia l i ze  the  wal l  a re  co untered by  the  surface restoring ornamental borders. The 
rose pink ground surrounding the light blue fields acts as the intermediary between the 
design's primary complementary contrast of light blue and dark orange. The rose ground gives a 
second, if lightly saturated primary to prevent or absorb the greenish mix of the larger masses 
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of yel lows and blues. The ghosting of minor complementary contrasts at the edges of the rose 
ground maintains an optical vitality for that color. A purple diffused from the yellow border 
separating the orange dado panel from the rose, and the suffusion of a green complement onto the 
rose from the red ornamental border around the light blue field create a major corona of 
optically charged secondaries. The rose ground also m e di a te s  i n  t e rm s  o f  c o lo r  d e pt h ,  
b e tw ee n  t h e  push-pull tendencies.of the orange and blue fields. The larger panels are therefore 
able to function freely as independent decorative fields existing on their own color planes because 
the sense of wall surface is always restored, when the Victorian need to do so was pressed, by the 
agency of the rose ground. If beauty obtains from the visually subdued, yet conflicting, tendencies 
of the complementary contrasting panels by the harmonizing qualities of the rose, it certainly 
resulted from the large panels of light blue because "white in the blue helps to give repose to 
the eye. "29 
        Jones's facile h a n d l i ng  o f  bo t h  t he  co m p lem e nt a ry  contrast of color and that of 
value (note that the light blue panels seem lighter in contrast to the darker golden orange 
dado and wood-work) bespeak a genius for color combinations which goes beyond that which 
Chevreul had in mind for the Gobelins Tapestry Works. Jones's ghosting of after-images of 
color is far closer to the experiments of Goethe. In a particularly Goethean proposition 
Jones states that: "Black grounds suffer when o p p o s e d  t o  c o l o u r s  w h i c h  g i v e  a  
l u m i n o u s  c o m p l e m e n t a r y "  (Proposition 27). Because light colors have dark 
complementaries, Jones explains in"Lecture II”, the dark after-image blue of its complement 
orange would increase the intensity of the black. "But blue on a black ground would add 
orange to the black, and destroy its brilliancy."30  Colors are in fact relative and "can exist 
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only in the mind."31  As we have seen, their combinations can be highly psychological which 
again underscores the indirect influence of Goethe on Jones's proposition on color. 
The Grammar contains four final propositions on color and o r n a m e n t .  J o n e s  d o e s  n o t  
c o m m e n t  a t  a n y  l e n g t h  o n  t h e s e  propositions in "Lecture II" given at Marlborough House in 
1852. Nevertheless, these propositions are worth analyzing because they reintroduce the issue 
of form and color. "When ornaments in a colour are on a ground of a contrasting colour, 
the ornament should be separated from the ground by an edging of l ighter colour; as a 
red flower on a green ground should have an edging of lighter red" (Proposition 29). The reason 
for this, Jones continues in "Lecture II", is that "to confine the eye...within the ornament, it is 
necessary to define the form; and this is w e l l  e f f e c t e d  b y  t h e  l i g h t e r  t i n t . " 32 T h i s  
p r o p o s i t i o n  presupposes the contrast of ornament and ground in colors of relatively equal 
intensity. When using tints of the red: green complementary contrast (as in Figure 44), Jones 
darkened the outline of the red flower rather than lightening it. In any case the objective 
remained the same: to define the form of the ornament with respect to the ground. Thus, 
"When ornaments in a colour are on a gold ground, the ornaments should be separated from the ground by an 
edging of a darker colour" (Proposit ion 30). Because of the power of the gold ground 
and its ability to dominate the colored ornament by 'invading or overflowing' onto the colored 
ornament, the dark edging arrests this tendency. The illustration of a diaper pattern from the Alhambra 
in the Grammar (F ig.  51)  comes as  c lo se as  any to  the spec i f ics  of  thi s  proposition and 
that of "Proposition 31" where "gold ornaments on any colored ground should be outlined in black." In 
the ornament from the Alhambra it  is  diff icult to say whether the gold operates as ground 
or as ornament. 
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 Nevertheless, the gold is at all times disciplined by edgings of black, blue, red and white. These 
edges, like the use of borders in Jones's interior designs, assist in defining the form. The effects 
of complementary contrasts when not those of Chevreul, namely: blue and orange; red and 
green; yellow and purple; can also serve to undermine the form of the ornament. Therefore 
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"ornaments of any colour may be separated from grounds of any other colour by edging of 
white, gold or black" (Proposit ion 32).  "White,  black and gold are neutrals," Jones writes 
in "Lecture II," "and therefore by their interposit ion prevent the s imultaneous contrasts 
from being sensibly felt, and preserve the integrity of the colours."33  In a marvelous Indian 
design for painted lacquer work (Fig. 52)  
 
the ornaments on a black ground are all edged in gold. Each ornament has its place being 
neither overwhelmed by its neighbor nor by the black  ground i tse l f .   
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This  is  an e legant  so lut ion which preserves the integrity of each colored ornament 
and helps to unify the whole design with that of the simple border. Jones's conventionalization of 
color, therefore, is at all times sensible to the requirements of form. Sensationist color is never 
allowed free reign, but is at all times disciplined by the requirements of form-producing 
color. Jones's conventionalization of color gave to the color of his designs a sensationist 
aesthetic. By coloring form according to principles or propositions, he ensured the sensationist 
effect throughout the design process. Color and form were inseparable. 
Three radical elements make up the final impression of sensationist design. The 
geometry as field, whether of diapers or of borders maintains the features and tautness of 
the surface. The motif in league with geometry provides the basic vocabulary of sensation 
to the design. Color emphasizes the neutralization and after-images of complementary 
contrasts. Each of these three elements competes for attention, and blends in sensuous 
discourseinto the decorative field. Above all, it is the conventionalization of color which brings 
the three elements into greater harmony, and color which conveys the beauty to the viewer's eye. 
The Grammar of Ornament possesses the most scientific and artistic theory of color by an 
architect in the nineteenth century: it is more than a theory of color; it is a theory of 
ornamental art and the most comprehensive theory of color by an artist of the nineteenth century. 
Surely Prosper Merimee, the French friend of Violiet-le-Duc and arbiter of architectural 
fashion in France, was referring to Jones in particular when he told Henry H. Cole of the English 
"instinct"34 for color. The color is inseparable from the ornament which it composes. In his synthesis 
of theories of color of the early nineteenth century, Jones created opportunities for a new 
approach to color in design. The sensationist or "neutralized" quality of Jones's designs 
 150 
depends upon the art iculation of the motif in its  geometric field by means of color. While 
supporting the motif with its field, color complements the design by introducing a fur ther  
layer  o f  co m plex  v i s u a l  e f fects .  I f  t he  pr im ary  intention of color was the integration of 
the motif with the field, the ultimate aim of Jones's colored field was an aesthetic he called 
"repose." Color could invoke repose directly, as we have seen, or color could  s t im ulate  
repo se thro ugh the  complexities of its office. 
                                                          
1 Anon.,"Owen Jones Obituary," The Architect, XI (London, 1873), 235. 
2 Owen Jones, "Lecture II," Lectures on Architecture  (London, 1863), 48. 
3 Op. cit., 50-51. 
4 John Ruskin, The Seven Lamps of Architecture (London, 1849), 126-27. 
5 Op. cit., 129. 
6 Ruskin, The Stones of Venice, IV in Ruskin, XII, Appendix to Part II, No. 33, Ed. E. T. Cook and A. Wedderburn 
(London, 1964), 502. 
7 Ruskin, The Two Paths, Being Lectures on Art, and its Application to Decoration and Manufacture, Delivered in 
1858-59  (New York, 1872), 17. 
8
Ralph Wornum, Analysis of Ornament  (London, 1856), 9.  
9 J. G. Wilkinson, On Colour  (London, 1858), 153-56. 
10 Quoted in J. G. Wilkinson, On Colour (London, 1858), 227, 32; See also Owen Jones, The Grammar of 
Ornament (London, 1856), "Chinese Ornament," 86. 
11 Wilk inson, On Colour,  16,  64.  
12 Owen Jones,  "Lecture I I ," Lectures,  52. 
13 See Robert L. Herbert, "A Color Bibliography," Yale University, No. 1, Library Gazette (New Haven, 1974), 14. 
14 David Van Zanten, Architectural Polychromy of the 1830s (New York, 1977) features the first chapter 
published on Owen Jones. 
15 "No composition can ever be perfect in which any one of the three primary colours is wanting, either in 
its natural state or in combination," Proposition 23, The Grammar of Ornament (London, 1856). 
16
 George Field, Chromatics (London, 1855), §s 19-22, 9-11; and “Experiment XXX”, 232-236. 
17 A Lecture to the Institute of France, April 7, 1828; Acknowleged in his preface to The Principles of Harmony 
and  Contrast of Colour (Paris, 1839), ii. 
 
18 Charles Hayter,  A New Practical Treatise of the Three  Primitive Colours (London, 1826), 25. 
19
A. G. Baumgarten, Philosophical Meditations, trans. Riemann (Halle, 1735) 8, p. 106; quoted in K. E. 
Gilbert and Helmut Kuhn, A History of Aesthetics (Bloomington, 1954), 293.  
20 Owen Jones,  "Lecture I I ," Lectures,  54-55. 
21 Op. cit., 59. 
22 Op. cit.,"Lecture III," 93. 
23 Part of the Lectures on Architecture,  12-13. 
24
 Ibid., 6. 
 151 
                                                                                                                                                                                           
25  Quoted in Michael Darby and David Van Zanten, "Owen Jones's Iron Buildings of the 1850s," 
Architectura I (Munich, 1974), 56-57. 
26 William Hogarth, Analysis of Beauty (Oxford, 1955), 122. 
27
 Owen Jones, "On the Decoration Proposed…," Lectures, 13. 
28 Op. cit., "Lecture III," 89. 
29 Op. cit., 93. 
30 Ibid.; see note 17 above. 
31 Op. cit., "Lecture II," 64. 
32 Ibid., 65. 
33 Ibid., 66. 
34
Henry H. Cole, Diaries (National Art Library, London), June 22, 1957.  
 152 
Chapter 5: Decoration and Jones's Conventionalized Interior 
Designs 
 
Notwithstanding the success  o f  hi s  inter io r  for  the  Crystal Palace in 1851 and the 
splendid Grammar of Ornament which won him foremost place among theorists, critics and 
practitioners of ornament, Owen Jones's interiors are possibly his strongest artistic 
achievement. His control of beautiful color in his new favorite medium of gouache or 
tempera was given full expression within the l imits  posed by the eminently Victorian 
need for ornament in the design. Color could not be everywhere in the design. But the 
Victorian theorists such as A. W. N. Pugin on the one hand and the Utilitarian designers 
on the other needed ornament in their  program. The Grammar ,  and more fa ithful ly  
Auguste Racinet's L'Ornement Polychrome show the continuity of ornament in styles 
approaching the modern. Both Pugin and Jones a m o n g  t h e  U t i l i t a r i a n s  b e l i e v e d  i t  
n e c e s s a r y  t o  e m b e l l i s h  constructional conditions of the building. That a wall-veil of 
glass and colored iron had achieved a colossal statement in  the  V ic to r ian  age  o n the  
o rder  o f  co -present  sublime and beauty, brought to glass an aura of technological 
t r iumph and the glossing of a  modern sty le  of architecture. Jones was aware of the 
modernism of iron-and-glass construction in 1837, and advocated its employment in 
relation to ornament such that ornament would lead the way in terms of generating a 
modern style. This much was the purported aim of chapter XX in the Grammar’s final essay in 
"The Leaves and Flowers of Nature" where he points o ut  the need for  a  new term inat io n 
fo r  the support  system . Therefore the radical elimination of all ornament as theorized by 
Adolf Loos would not have been desirable to those committed as a culture to its  presence. 
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The issue of the e l iminat ion of  ornament from architecture was slowly broached by the 
Victorians with William Morris leading the way in his News from Nowhere of 1891, and 
Sullivan soon thereafter. Ornament was considered by Jones and others of his day, like 
Ruskin, as the very art of architecture. But Jones nevertheless severely conventionalized his 
ornament, simplifying and limiting its occurrence in the design. 
Color was Jones's true subject. No feature of the design dominates as much in his 
designs as color's adroit employment with a sympathetic ornamental program. Color is in 
harmony with ornament in his interiors as light was to harmonize with shadow in Reynolds' 
theory of art. Ornament always has the sparkle of l ight  in  his  inter iors,  and color  plays 
the ro le  of  shadow. Flickering ornament and a broad expanse of color are the key 
ingredients to his powerful designs as well as a penchant for tripartite divisions of the 
area to be designed- Jones is both sensitive to color harmony and to broad decisions of 
design as the tr iparti te  divis ions of dado,  wal l  and cornice evince.  Without the 
tripartite division of the wall, the color would not "bloom" within its  enframed 
containment. And the color  does bloom, because it is contained within an elaborately 
decorated c o n t e x t  l i k e  a  j e w e l  i n  a  r i n g .  C o l o r  i s  a s  p u r e  a s  t h e  rationale of the 
decoration. The agenda is rich and streamlined of excessive ornament. Since the Crystal 
Palace this had become a convention. Then the utilitarian critique of ornament resulted in 
a more abstract and simplified ornament, limited by the need to embellish structural 
elements of the object. In his interiors he was able to explore the reality of pure color, 
because he had r i g o r o u s l y  t h o u g h t  o u t  t h e  e l e m e n t a r y  d e s i g n  d e c i s i o n s  b y  
considering the end result of color in his basic moves at the start of his design. 
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Modern, luxurious and beautiful, the interiors are also radical statements of an age given 
to a rise in luxury among the upper-middle class. What is most striking is the stark, abstract 
quality of the ensemble. As a whole, the designs work, because such careful attention has 
been given to each and every part of the design. If Jones’s reputation for genius in 
ornament rests upon his encyclopedic Grammar of Ornament, his genius for color in his 
interior designs overshadows all his earlier achievements save the Grammar. Indeed, the 
Grammar is essential to understanding the ornamental campaign of these interiors. For the 
Grammar proposes a formalist and organically conventional theory of ornament from which 
the designs depart in exploring new principles, but also adhere to in spirit and intention. What 
is m o d e r n a bo u t  t he se  i nt e r io rs  i s  t h e i r  a b i l i ty  to reveal principles of design which 
were applicable to architectural practice in Jones's time.  These conventional principles 
are of relevance precisely because their authenticity (as modern s t a tem e n t s )  de r iv e  f ro m  
t h e  wo rk i n g  de s i g ns .  E s s e n t i a l  t o  t h e s e  p r i n c i p l e s  a r e  t h e  t w e n t y  
p r o p o s i t i o n s  o n  c o l o r  i n  t h e  G r a m m a r  a s  w e l l  a s  t h e  e i g h t  principles governing the 
rules of form in ornament. The strategy of this chapter will be to analyze the interior 
designs in the l ight of the proposit ions of the Grammar  which argue for the modernity 
of the interiors as well as for the formal tactics employed by Jones in the designs. The 
backdrop of the Grammar is important not only to explain the ornament, but also to prove the 
conventional quality of the interiors which underscore the claim of modernity. The Grammar 
is the indispensible touchstone to an assessment of the interiors, because they are 
ornamented and because color functions as an additional agenda of decoration in the 
scheme of the design. 
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A radically engineered skylight is featured in a powerful series of designs for a 
gal lery with a col lection of landscape pa int in gs  ( F i g  53)  fo r  Eyn sh a m  Hal l ,  1872 .  
 Here  t he  s t ru ctu ra l  s ystem  o f  St .  C lo ud 's  d o m e  o f  1 8 6 2  ( F i g .  2 5 )  h a s  b e e n  
m i n i a t u r i z e d .  T h i s  p r o j e c t e d  Crystal  Palace for France's f irst  International 
Exposit ion also involved Joseph Paxton and Baron Rothschild, but was designed by 
Jones with the great emblematic Moghul roof at  the center of the nave. St. Cloud was 
to be taller than a forty-five storey office b u i l d i n g  a t  t h e  h e i g h t  o f  t h e  c r o s s i n g .  
T h e  p l a y  b e t w e e n  exterior and inter ior,  the br inging of the outside inside,  is  
d o m e s t i c i z e d  i n  t h e  u s e  o f  i r o n - a n d - g l a s s  f o r  t h e  V i c t o r i a n  interior. The fact that 
official recognit ion was given to Joseph Paxton for his iron-and-glass megastructure in 
the select ion of h i s  d e s i g n  t o  h o u s e  t h e  f i r s t  I n t e r n a t i o n a l  E x p o s i t i o n  o f  
Industr ia l  and Decorat ive  Arts  of  a l l  nat ions means  that  the m o derni ty  o f  t he  a ge  
was  so u gh t  a f ter  by  t he  go v er nm ent .  Ev e n  R u s k i n  i n  h i s  " L a m p  o f  T r u t h "  f r o m  
t h e  S e v e n  L a m p s  o f  Arch itecture  i s  not  averse  to  the  em ployment o f  i ro n and 
g lass  in  architecture. He too was a believer in the conventionalization of form from nature, 
and he states in the Seven Lamps that "the time is probably near when a new system of 
architectural laws will be developed, adapted entirely to metallic construction."1 The effort 
to generate such laws is one of the triumphs of the theory of the Grammar, but Ruskin was 
neither able nor willing to f o r m u l a t e  r u l e s  f o r  a  m o d e r n  s t y l e  o f  a r c h i t e c t u r e .  H i s  
principles are drawn from a penetrating formalist and ornamental investigation of architecture 
which would lead to a "unanimous style of some kind."2 However, modernism was Jones's 
intention and the red room for landscape painting reveals how far Jones has simplified his 
ornamental campaign, limiting the ornament to gold a n t h e m i o n s  o n  a  b l a c k  b o r d e r  f o r  
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t h e  c o r n i c e ,  a n d  t o  t h e  Pythagorean rhythm of rectangles in black which are relieved by 
red lines for the dado. Even the fireplace (Fig. 54) has been abstracted to its basic 
elements of pedimented supports and lintels in two registers.  
Above the fireplace, armor decorates the intimacy of the hearth and acts as three-
dimensional ornaments on a colored, f racta l  gro und o f  cr imso n.  The long itudina l  sect io n 
of  the interior (Fig. 52) reveals better the Pythagorean rhythm of re c t a n g l e s  
d e c o r a t i n g  t h e  d a d o  a n d  t h e  b a s i c  a s y m m e t r y  o f  the e lev at ion.  Here the  two 
bases  and the f ramed landscape paintings supply the sense of decor which the 
ornamental program o f  t h e  r o o m  l a c k s  i n  t e r m s  o f  c o n s t r u c t i o n .  O r n a m e n t  b y  
definition can be as simple as a painting or vase of flowers for C. F. A. Voysey, but the power 
of the traditional Greek anthemion remains strong in its isolated but traditional employment. 
More modern is the garden elevation of the red room at Eynsham Hall with its  sheer 
expanse of uncut glass  for the french doors which,  to gether  wi th  the  sky l ight ,  g ive  
this end of the room the feature of a glass Moghul pavilion. No muntins separate the 
g l a s s  i n  t h i s  t e c h n o l o g i c a l  t r i u m p h  o f  s h e e t - g l a s s  f o r  a n  interior. The dominance of 
a modern quality to the interior is conveyed by the iron-and-glass skylight in conjunction 
with the radical shaping of the door below.  Mo re  rev o lut io nary  in  co lo r  i s  a  set  o f  
des igns  fo r  a  m o dern Pompeian interior (Figs. 55, 56  
  and Fig. 57).   The interior is modern, because of the abstract use made of the stylistic 
elements of the Pompeian ornament employed. The Pompeians made use of the frame on 
the wall  to  employ i l lus ionist ic  wal l  paint ings  which Jones has simplified and 
abstracted into the human figure as an ornament. The use of the anthemion and the scroll 
brackets to set off a f lat  black border enframing a family portrait  emphasizes the 
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illusionary importance of the frame which now accords with the painted portraits of a 
forgotten classical family. The nude is daring for a-Victorian living room, but only as she 
abstractly accords as an ornament with the frame and with the expanse of golden yellow 
ground upon which her fictive presence stands. The human ornament was considered by 
Ruskin to be the most powerful of all ornaments. For Ruskin, organic forms dominate 
inorganic geometric ornament.3 This should give the nude and the figures in the adjacent 
panel predominant attention in the ornaments of this interior. But this is patently not the 
case although they are  fo remo st  as  o rnaments  o f  at tent io n.  Com pet ing  wi th  and 
h e l p i n g  to  ne u t r a l i z e  t h e  f i g u r e s  i n t o  t h e  r e a l m  o f  fa n t as y  ar e  the  pr i nc i pa l  
o rnam ent s  o f  t he  m o re  ab st r act  a n d u niv e rsa l  variety; namely, the anthemion and the 
Greek fret. The Greek fret contains a dominant figure ground relationship that radiates in 
color like a spiral from its center. The dominant green and white lines also contain a 
numerological value. The 3, 2, 1, 1, 1 ,  2 ,  3  sequence  o f  the f ret  y ie lds  a  powerfu l  
pat tern  and provides the rhythm for the breadth of the room in its repeated condition at 
the dado rail, and again at the base of the wall. Only the triangular stars of the coving 
have as much abstract power. The conventionalized Greek anthemions in green on a black 
ground herald the tripartite division of the room, yielding to a. greater area of the wall in the 
middle zone necessary to remain the fiction of wall for Jones's interior design. The tripartite 
divis ion of the wall  is  powerful,  because the three zones or registers of the wall  are 
further sources of elaboration and iconography. 
T h e r e  i s  a  h i e r a r c h y  i n  t h e  r o o m  o f  d e c o r a t i n g  t h e  cornice with anthemions and 
in placing the human ornament on the wal l .  The wal l  i s ,  a fter  a l l ,  resto red to  i t s  un i ty  
by  the  iconography as well as by its formality of ornament. The dado w i t h  i t s  G r e e k  
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f r e t  a n c h o r s  t h e  c o m p o s i t i o n  w i t h  a  h i g h l y  contrastive base of black, complemented 
by an ornamented white line and framed by gold upon which the grey-green and white Greek 
fret sits, echoing the fret at the dado rail. The color gravity of the composition depends 
mostly on the descending value of the wall panels as they float on the dado rail ornament. 
There is a weaving together of complementary contrasts in the Pompeian red of the two 
side panels and the grey-green and white fret below; in the baseboard contrast of white, 
gold and black; and, in the blue coving of stars and the orange effect of red and yellow wall 
panels below. The complexity of the complements originates in the Grammar‘s 
propositions numbers 20, 24 and 25 where he cites Chevreul's principles. George Field's 
rules for complements in proposition 18 he has ignored in these designs. The color 
complements help to complete and to integrate the hierarchy of the room with its 
emphasis on the wall panels. The g r e a t  z o n e  o f  t h e  r o o m  i s  u n d o u b t e d l y  t h e  r e d  
a n d  y e l l o w  decorative fields. Their emphasis on the human realm of the room dominates, 
although the structural tectonics of the design takes its cue from the black which emphasizes 
the color gravity of the dado ,  whi le  a l lo wing  the  w al l  zo nes  to  f lo at .  What  further  
intensifies the floating effect of the full primaries yellow and red in the wal l  panels  is  the 
e laborate border  system which co nta ins  the  co lo red f ie lds  and the i r  hum an 
o rnaments .  The  borders, so crucial to prevent the detachment of the color from the wall 
to become a plastic element in the room, are in three parts. Two registers of these 
borders are ornamented, and one left in plain color to be divided by a colored line. The red 
and yellow wall panels integrate by exchanging places to act as the borders for one another. 
Thus yellow outlines the red panels and red outlines the single large yellow panel which 
ornaments the fireplace. The hearth is treated with. Greek severity, revealing a trabeated 
but abstracted pilaster order common to Pompeii. The stark and unadorned f ireplace is  a 
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miniature building in the landscape of the wall and is in bold complementary contrast to 
the black dado.  The black frame to e ither s ide of the white  fireplace reach up the sides 
of the walls to mark pilasters for the lintel of anthemions on a black ground, and 
emphasizes the tr ipart i te  div is ion of  the trabeated wal l .  The tripartite d i v i s i o n  o f  t h e  
w a l l  r e p r e s e n t s  t h e  c e i l i n g  o r  s k y  i n  t h e  u p p e r m o s t  z o n e  a n d  t h e  l o w e r m o s t  o r  
d a d o  r e p r e s e n t s  t h e  underworld with its traditional black dado. 
The elevation containing a black door (Fig. 56) yields, w i t h  i t s  l a r g e  e x p a n s e  o f  b l a c k ,  a  
h a n d s o m e  c o m p l e m en t a r y  contrast of value to the yellow panel above and helps to turn the 
yellow panel luminous. This panel has the additional feature of not being decorated and 
appears abstractedly as a color field a b o v e  th e  d o o r .  T h e  g r e e n  l i n e s  o f  t h e  d o o r ,  
r e p r e s e n t i n g  colored molding, would cast a luminous glow on the black were it not for the 
fact that the red of the wall helps to turn the black to  green  whi le  t h e  pa ne l  abo v e  t he  
do o r  tu rn s  the  b lack  to  purple. Either way works, and the richness here is  in having 
both strategies encourage the iridescence black. The green is intensified by becoming 
slightly darker in appearance than it is in reality. As important as is the composition of the 
door in black, the anthemion in green on a black ground competes for attention, 
accentuating the blue and red secondary ornaments w hich  a l so  deco rate  the co rn ice  
in  an  A  B  A  B pat tern,  The  anthemion and its ancillary ornament would be stenciled in 
three colors in the final product to produce a rich glow of terrestrial ornaments reaching to the 
sky. These ornaments are traditionally placed where they had been since Egyptian times, at the 
uppermost vertical zone where they would decorate the capitals. 
The most complex of the three elevations is the window with its window seat (Fig. 
57) in dark green verging towards black. Framed by black, the large Victorian window with 
 160 
oversize panes of glass in a three-by-three configuration, dominates the c o m po s i t io n  by  
s h e er  co m p lem e nt a ry  c o nt r as t  o f  v a l ue .  Th e  curtains in dark green keep up the 
complementary values between the window and its black woodwork of small rectangular 
panels. Above the curtain, a green and gold valance decorates the edge of the window with a 
simplified pattern in Jones's personal style. That style is modern, of course. What could be 
more daring and scientific than the placement of a narrow black rectangular field immediately 
above the valance with its three gold stripes of v a r y i n g  w i d t h ?  T h e  s t r i p i n g  
p r o v i d e s  a n  u n u s u a l l y  s t r o n g  composition, emphasizing the fact that nothing can be 
removed f r o m  t h i s  d e s i g n  a s  a l l  e l e m e n t s  o f  t h e  d e s i g n  c o o p e r a t e  organical ly  in 
the ensemble. I t  is  a  s ign of high art  and of J o n e s ' s  m o d e r n i s m  t h a t  h e  f o l l o w s  
t h e  h i g h e s t  c a n o n s  o f  aesthetics. The unity of effect in his use of black for this 
interior is not had at the expense of variety, for color and ornament combine to produce a 
learned and scientifically designed interior.  
The risk-taking of the use  o f  b lack  lo cates  this  composit ion after Jones would 
have read Goethe's remarkable theory of colors, or the Farbenlehre  of  1810. In this 
book Goethe took issue with Newton's principle that all colors derive from white  l ight.  
George Field had a lso analysed white  l ight from the s tandpo int  o f  chem ist ry  to  f ind  
that  the pr im ary  co lors  in  correct ratios in the composition should neutralize to form a 
white liquid. G.H, Lewes must have inspired Jones to read Goethe who argues so 
passionately against the white of Newton and who explains iconographically why black 
should be included as a full color in decoration. 
What makes the conventionalized Pompeian interior modern b e s i d e s  t h e  w i n d o w  a n d  
w i n d o w  s e a t ,  t h e  c o u n t e r p a r t  t o  t h e  inglenook of the fireside, is the color science that 
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 dominates in a l l  the e levations,  the sense that  the  co lor is  a  result  of  empirical  
knowledge as well as of subjective taste. The color science is evident in the designs by the 
interlocking color complements and by the use of black. The equating of the 
conventionalization of c o l o r  p r i n c i p l e s  w i t h  m o d e r n i s m  a r g u e s  for the work's 
authenticity in the sense of Lionell Trilling's book Sincerity and Authentici ty .  In that book, 
Tri l l ing demonstrates that the authent ic as a modern phenomenon replaces the 
sincere as a Renaissance moral c a n o n  f o r  j u d g i n g  w o r k s  o f  a r t :  "The work of art is 
itself authent ic  by  reaso n o f  i t s  ent i re  se l f -def in i t io n:  it is understoo d to  ex is t  
whol ly  by  the laws o f  i ts  own being." 4  Jo nes's  “ laws”  are  authent ic ,  because  even 
when he transcends  the conventionalizing propositions of the Grammar, as he does in this 
modern Pom peian inter io r ,  he argues formal ly  for  co lo r  and ornament being 
conventionalized from a set of principles whic h  a r e  d e d u c i b l e  f r o m  t h e  w o r k  o f  a r t .  
T h i s  l e n d s  a n  a i r  o f  modernity beyond the emphasis on the materials employed, because 
this search for principles of a modern style can be inferred from the design. These principles 
are also scientific and devolve from the sciences of optics and chemistry. The modern 
character of the interior becomes pronounced in an authentic and beautiful w a y .  W e  h a v e  
a l r e a d y  n o t i c e d  J o n e s ' s  i c o n o g r a p h y  o f  t h e  tripartite wall representing the 
underworld, the natural realm and the sky. Even in this design strategy, there is modernity 
to the dialectic of infinity and temporality being realized at the same moment. The design 
contains a temporal realm suggestive of the past (the underworld of the dada), the present 
(the wall zone) and the future (the sky or ceiling zone). 
The same complexity  of  formal  intent ion is  ev ident  in  another interior for an 
unknown commission (Fig. 58).  This interior is the opposite from the very private 
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Pompeian interiors above, and are grand in scale with ceilings appearing to be higher 
than a princely eighteen feet. T r a d i t i o na l  s t ap l e s  o f  Jo n es ' s  re p ert o i r e  a p p ea r  i n  
t h e se  designs,  but in an ent irely novel way.  The conventional ized Greek anthemion is 
still employed, here white on a blue ground, extending the color of the coving in its 
Alhambresque diaper p a t te r n  to  t h e  f u l l  co r n i c e .  S i g n i f i c a n t l y ,  th e  sa m e  b l u e  
appears in the dada rail, leaving the yellow pilasters between two voids. The feature of the 
elevation, because the mantlepiece is so sketchily rendered, is the large field of light maroon 
around the mantlepiece fireplace ornaments have been inspired by Michelangelo's tombs for the 
Medici in the San Lorenzo Chapel in Florence. Only the outline remains vigorous, the mantle 
being entirely unfinished in color, but drawn for an elaborate High R e n a i s s a n c e  
e f f e c t .  T h e  i n t e r w e a v i n g  o f  t w o -  a n d  three-dimensional ornaments here 
suggests again how powerful the human body is in the art of ornament. Despite this, the 
abstract color field with its continuous stem border holds its own and may correctly be 
considered the dominant feature of his interiors: we have already noticed a yellow and a 
black color field in the Pompeian interiors, though nowhere near the scale of these large 
panels. 
The symmetry of the design has been integrated by color in a complex way. Color wraps 
around the huge doors to frame the exot ic  wood of  the inter ior .  The black  dado is  
part icular ly  unusual and handsome. Unity in variety and variety in unity is Birkhof's 
aesthetic formula for the beautiful, but we have seen Jones's interiors to be iconographic 
as well. The more modern psychological way of stating the beautiful is the presence of 
complexity in order and order in complexity. The abstract field looks forward one hundred 
years to the color field painting of the 1960s which are as abstract and conceptual as 
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these compositions.5 Color gravity is maintained by the heaviness of the maroon fields 
compared to the real lightness of the yellow pilaster panels which anchor the blue in the 
composition: a de facto complementary contrast. The maroon rests on the black of the 
dado. In the ceiling the brackets are also unusual, though Jones's brackets for Osler of 1858-60 
are equally so. There is no historical prototype for them, and they focus in red and black on the 
symmetry of the window elevation, Equally facile in either symmetrical or asymmetrical  
composit ion, Jones exploits both types here. The golden section in an otherwise 
asymmetrical elevation marked by the yellow pilaster brings in another dimension of 
mathematics upheld by the diaper pattern and the use of the fret to surround the yellow 
pilaster.  
How did Jones create his color harmonies, and how radical are his explorations of color? 
Most important for the subject of color are a group of five preliminary color studies in the 
Owen Jones Notebook  which are painted strips of color of the wall, upper dado and rail. One 
depicts four important studies of blues in simplified fashion showing the colors only and no ornament 
(Fig. 59).  
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 Two of the blues are identified by Jones as "cobalt" to the right of center and 
"Antwerp". Really, there are only three different species of blue here as "cobalt" is placed 
beside a darker value of the same color to the left. What is interesting about these studies 
is the attention given to the contrasting dado colors. The lavender stripe across the 
brown in the strip left  of center is  a bold thought,  and uses abstract color to create 
decoration. These studies prove that Jones thought in terms of color. More specif ic in 
these terms is another color study from the Notebook (Fig.60)  which proves Jones's delight 
in lavender lines, black lines, blue beads and richly colored cornices.   
 
The co lor  studies are detai led by co lor notat ions which add an inte l lectual tone 
to the co lor  r ichness.  These color ideas are written down in Jones's hand as "ceiling 
pale b l u e  b u f f  f l a t  b a n d  w i t h  r e d  l i n e s  b u f f  w i t h  r e d  c e n t e r  . . .  two l ines black 
dada rai l  with two green (?)  . . .  and two lavender (umber) lines showing black line in center" 
for the pale lavender wal l  study to the left  of center.  Jones's thoughts about color are 
simply expressed, but the idea and design is very complex. Many colors are employed in these 
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verbal sketches from t h e  N o t e b o o k  y i e l d i n g  a  c o m p l e x i t y  o f  e f f e c t  e v e n  a t  t h e  
abstracted level of a study. 
O n e  o f  t h e  m o s t  b e a u t i f u l  i n t e r i o r s  e v e r  d e s i g n e d  b y  Jones is to be found in the 
Notebook and has been cut into four sections, each a jewel of modern design. Featuring a 
light blue p a t t e r n e d  f i e l d  o n  t h e  w a l l s ,  t h e  i n t e r i o r  a l s o  b o a s t s  a  clerestory and 
an ottoman in complementary purple (Figs.61-64). 
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 T h e  w a l l  p a t t e r n  i s  a  c o n v e n t i o n a l i z e d  M o o r i s h  p a t t e r n  w i t h  flowers between 
the interstices of the diaper pattern. A darker aqua blue with pink enlivens the light blue 
ground, distributing a  complementary  co ntrast  acro ss  the pattern,  and br ing ing a  
sensat io nis t  l e i tmot iv  to  the  i co no graphy  of  nature .  The technical skill  required and 
the knowledge needed to bring out the pattern in miniature makes a feature of color and 
ornament at the same time. This level of synthesis between exotic pattern as mathematics 
of the wall-paper and the iconography of nature for its content, finds a formal counterpart in 
the design in the melding of color with the complexity and exotic quality of the pattern, 
and the iconography of nature taken from the flower and its leaf.  Iconography and color 
harmonize intelligently as the aqua 
contains the requisite green 
of nature to distinguish it 
from the reposeful light blue of the 
ground. Few of Jones's larger 
scale patterns are so felicitous in their 
color harmony, yet all betray his ability 
to be abstractive, scientific (in the 
mathematics of the diaper and in 
the optics of his color) and 
modern by using nature as a 
source for ornament in accordance 
with proposition 13 of the Grammar's theory. 
The "conventional 
representat ion",  in Jones's  words,  of  the f lower is  not  so  abstract that the ornament is 
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no longer recognizable as a flower. Yet the flower is abstracted to assert the ideology of 
simplicity and utilitarian usefulness amidst an interior of great complexity. 
 
The mantel with its clock recalls Jones's apprenticeship with Louis Vulliamy whose father 
was a clockmaker. It is set in the magical  co lors  of red and black. These are the 
or ig inal  colors of the hearth with its burning coals and its carbon black soot. The mantlepiece 
is trabeated in Owen Jones's most abstract m a n n e r  o f  n a r r o w  r e d  s t r i p s  s u r r o u n d e d  b y  
b l a c k ,  w i t h  t w o  superimposed orders of capitals. The correspondence between the red of 
the mantlepiece and the red pilaster set off by moldings or color strips of light blue, yellow 
and black, harmonizes with the principle pigment complementary contrast on the wall . 
The red is operative in a contrastive way to the aqua and light blue of the f lat-patterned 
wall. The play between the red pilaster a n d  t h e  o n e  i n  p a t t e r n  t o  t h e  l e f t  o f  
t h e  m a n t l e  i s  a  tour-de-force  of design, setting up echoes and reverberations along 
the wall by its Pythagorean rhythm of the A B B A pattern of pi lasters across the wall . At 
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this juncture in the design some symmetry is established in an otherwise asymmetrical 
room.   
The system of decoration deployed is dependent in part on the trabeated system which 
he features in his fireplaces and v a u l t i n g .  T h e s e  e l e m e n t s  b r a c k e t  a n d  y i e l d  a  
c o m p e t i n g ,  complementing and harmonizing tripartite passage of ornament in the 
structure of the cornice and clerestory (Fig.62). Actually, there are six main registers in the 
detail of the cornice and clerestory, and so many subdivisions and sub-groupings possible 
in the design that these recall Moorish practices in ornament. The figurative pattern, 
barely grasped and then gone to yield a new pattern for the eye, is ever a principle of 
physiological psychology where a complex mathematics and simplified optics can co l labo rate  
in  m eaningfu l  v isua l  d ia lo gue  thro ugh gesta l t .  Jones's effect here is Rembrantesque, 
given to chiaroscuro and color tones of the same hue. The penetrative ornament of the 
m i d d le  re g i s t er ,  w her e  t h e  co v i n g  h as  be en  b r a ck et e d o u t ,  c o n t a i n s  a  d o u b l e  
d i a p e r  p a t t e r n  w h i c h  a c t s  j u s t  a s  a  conventionalized Moorish pattern, throwing 
shadow on the ground w h i c h  i s  t h e  m o s t  r e c e s s e d  p a r t  o f  t h e  d e s i g n .  T h e  o t h e r  
elements of ornament on this upper reach of the wall are equally f a s c i n a t i n g ,  n o n e  o f  t h e m  
l o o s i n g  p o w e r  t o  t h e  w o n d e r f u l  complexities of the orientalist diaper pattern. But as a 
whole, the system is based upon a Greek conception of the entablature, yet so modified and 
complicated by Jones as to appear novel for t h e  n i n e t e e n t h  c e n t u r y .  E a c h  o f  t h e  
f o u r  w i n d o w s  i n  t h e  clerestory is divided into two lights and is separated from the other 
by three modern Pompeian miniature pilasters. The windows are  asymm etr ica l ly  p laced 
in  the  ce i l ing  in  re lat io n  to  the  decoration of the wall  zone below. One wonders 
what his media were for the room: perhaps textile for the walls; inlaid wood for the 
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Assyrian anthemion; fibrous plaster which he frequently employed in his ceilings for the 
Moorish diaper; rare woods; with finally, stencil ing for the upper ornaments on a black 
ground? The variety of effect in these ornaments does not disorganize the interior, rather it 
increases the apparent richness established by the wall pattern. 
The third radical element of the Notebook interior is the purple ottoman (Fig. 61) and 
curtains (Figs. 62and 63) which provide an optical contrast to the blue walls. The purple 
helps to turn the wall pattern towards an aqua blue-green which is the complement in 
t e rm s  o f  o pt i c s  to  t he  p u r p le .  T h e  p u r p le  o t to m a n  a n d t he  curtains may be 
considered the dominant visual elements of the design. Color is given full rein to compete 
with and complete the ornament of the interior. The purple anchors the design and casts  a  
ye l low after image o n the  aqua b lue wal l  pat tern to  reinforce the illusion of aqua on the 
walls. Color is also used without pattern to contrast with the two zones of ornament above 
and to provide a human focus to the elaborate inter ior.  The color thus belies the 
notion of the Victorian interior as dark and stuffy, filled with bric-a-brac and objets d'art in 
shaded colors and with little light to enliven the room. Jones's means o f  l i g h t i n g  t he  
V i c to r ia n  i nt e r io r  t hro u g h  t h e  u se  o f  t h e  clerestory and by generous windows, reflects 
the trend towards m o re  l i g ht  so u g ht  a f te r  by  Q u ee n  A n ne  a r c h i te c ts ;  b u t  t he  
clerestory is radical, as are the large glass surfaces employed by Jones for his more 
conventional windows. In this setting, color g l o w s  w i t h  a  l i f e  o f  i t s  o w n ,  a n d  
e s t a b l i s h e s  a n  independent decorative reality from the ornament which decorates the 
room. 
Jones is facile with every color harmony he establishes for his interiors, inventing new 
contrasts and harmonies for them. Another interior from the Notebook  (Fig. 65) 
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contrasts the complements green and red in an interior full of repose and luminous effects. 
 
 In the cornice Jones places the now familiar juxtaposition of red and blue hues for a leaf 
ornament following Proposition 17 where "primary colours should be used in the upper portion 
of objects, the secondary and tertiary on the lower." This proposition of the Grammar is 
rigorously practiced by Jones throughout nearly all his interior because the iconology of the 
blue, relating it to the sky, is such an important feature of the ceiling. Jones's student, Dr. 
Christopher Dresser, thought that blue here should reflect the "atmospheric effect" of the 
Italian s k y . 6  T h e  i c o n o l o g y  o f  t h e  c o l o r  b l u e  t h u s  s u s t a i n s  a n d  complements the 
formal requirements of his Grammar’s Proposition. 17. The blue is also sparingly used in the 
sensationist daisy ornament used to decorate the upper part of the walls below the 
co rn ice .  Here  aga in  red  m akes  i t s  appearance  in  an  A  B A  B  rhythm with the blue, 
but more simplified. Swags are hung from the red flowers in green with leaves, and a spray 
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is dropped from t h e  c e n t e r  w h e r e  t h e  s w a g s  m e e t .  I n  t h e  m i c r o c o s m  o f  t h e  
extended border, the blue outweighs the red by a ratio of 8:5 as in Proposition 18 of the 
Grammar; but, the employment of red and blue has been limited to the ornaments which 
frame the complex fret in black and gold, surrounded by broad pure black lines, 
reiterating the ground of the figure. 
The swags provide the main introduction as ornaments of the room which herald the 
color theme of the interior to be the luminescence of green. To produce this luminescence, 
Jones has divided the wall according to a golden section, with the smaller part located above 
the elaborated Greek fret in gold on a black ground which surmounts the colored molding 
the doors. The smaller unit complements the larger unit in terms of a smaller zone of 
white contrasting a larger zone of black. The secret of the white is the fil igree lacing of 
the leaf ornament and the compression of the register of white between the gold on black 
Greek frets. The white is thus intensified for the microscopic color details that decorate it. 
The color gravity which produces the compression, tends toward the black which is featured 
in the four doors of the elevation. This tendency is the basis of the luminescent green of 
the dado. To create his ephemeral quality of luminescence, Jones has framed the 
deepest of three greens used in the design by two red lines above and below the floating 
green rectangles.  The red l ines are  ornamented further by a b l a c k  g r o u n d  u p  t o  t h e  
d a d o  r a i l  a n d  b a s e .  F i n a l l y ,  t h e s e  glowing dark green rectangles are activated by the 
large wall panels in red with their yellow borders. Complementary contrasts of two 
dif ferent orders harmonize to  produce the opalescent quality needed for luminescence 
and the dematerializing of the s u r f a c e  f o r  c o l o r  t o  b l o o m .  T h i s  e f f e c t  p l a c e s  
J o n e s  i n  sympathetic relation to the color theory of the American Ogden Rood7 and 
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artists such as Georges Seurat and Gustav Klimt. The l ighter green of the door panels do 
not have the same bloom, because they are fixed, rather than transformed, by the wall 
panels in dark scarlet, The door panels are like radiant slivers of emerald because fixed by 
the ruled yellow lines which ornament the panels as wel l  as the dado. Only the green of 
the dado, translucent and luminescent in its effect, genuinely contains the secret of being the 
aura of a color rather than the color itself. 
I t  i s  p o s s i b l e  t o  s e e  r a d i c a l  c o l o r  a s  w e l l  a s  a  conventionalized ornament as 
being part of the modernity of these interiors. The doubling of the effect of color and 
ornament as m o d e r n  e l e m e n t s  o f  t h e  d e s i g n  o v e r p o w e r s  t h e  t r a d i t i o n a l  tripartite, 
trabeated wall system which Jones most frequently e m p l o y s  a s  t h e  b a s i c  d e s i g n  
s t r u c t u r e  o f  h i s  e l e v a t i o n s .  Tradi t io n is  seen as  a  design f i xture  to  be updated by  
the  elaboration and ornamentation of the basic tripartite division. All else is new: the 
ornament, the color, the glazing and the mantelpiece similarly, the principles of design are 
seen to be old, though their collective appearance and conscious scientism makes even this 
fundamental aspect of the design quite modern. The specif ic  features developed by 
these pr inc iples must be modern for Jones, The ornament and color owe nothing to the past 
save their being in accord with the propositions of ornament and color which were followed 
by designers in the past. The fact, not the principle, is new; nevertheless, the gloss of 
science in his designs is rooted in the past practices of the old masters of design. No t  o ne  
pr inc ip le  o f  des ign  i s  speculat ive  in  the  Grammar. Ev e n  w h e n  J o n e s  d e p a r t s  f r o m  
h i s  p r o p o s i t i o n s  o f  o r n a m e n t  a n d  c o l o r ,  o n e  s e n s e s  h e  w o r k s  f r o m  a  s c i e n t i f i c  
intuition rather than departing from foundations in science upon which he built the theory of 
the Grammar.  
 173 
T h a t  h e  c o u l d  b e  s h o c k i n g  a n d  o r i g i n a l  w i t h  t h e s e  propositions can be seen in 
a final interior from the Notebook w h e re  G eo r ge  F ie l d ' s  t he o r y  o f  t he  h ar m o ny  o f  
p r o po rt i o ns  governing the relationships of blue, red and yellow is abandoned. Rather,  Jones 
in his design (Fig.  66) blends the pr imaries around the purely coloristic complementary 
contrast of aqua and crimson. 
 
 A pale yellow dominates the center of the design as a ground for the crimson panels by 
its employment in the lintels of the mantlepiece. The double lintel is supported by miniature 
red columns with green capitals. The second lintel is supported by four green brackets and 
boasts a black ground with black trim. The architectonic of the mantel encloses a green 
arched element with red spandrels with a foliated bracket at the center of the design. These 
are the schematics of the design where pure color fulfil ls the role of carrying the 
ornamental armor8 and metal vases on the mantle. But color does not act decoratively here in 
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assuming a supporting role for the armor; rather, it shares the decorative interest of the 
design as it continues to assert its role as an essential agenda of the interior's design program. 
Where Jones uses ornament for its own sake is again in t h e  c o r n i c e  w h e r e  h e  
f u l f i l l s  t h e  t e r m s  o f  h i s  G r a m m a r ' s  Proposition 17 in keeping the primaries to the upper 
parts of the design. Aga in  he  has  m icro sco ped h is  friend George Field's neutralization of 
the primaries into the three  reg isters  o f  o rnam ent necessary  fo r  pro po rt io n  to  be  
created between the zones. These feature a small blue and redborder next to the 
ceiling, a band of Greek frets in blue and white in the middle, and a large conventionalized 
Islamic pattern in the Alhambra's  pr imaries  of  ye l low (gold) ,  red and blue.  Field's 
Proposition 18 of the Grammar has also been worked out in microscopic detai l  with the 
cr imson of the wal l  panels below undoubtedly c h o s e n  t o  f o i l  t h e  s t e e l  a r m o r  a n d  
i t s  g o l d  ornamentation of Damascene. The conventionalized Pompeian wall and the  
ornament o f  the armor  are  re f lected in the  c lass ic  e c le ct i c  sy n t he s i s  o f  G r ee k  a n d  
m o d er n  Mo o r i s h  i n  co r n ic e  ornaments. By placing the Moorish to advantage in the 
design of the cornice, Jones has psychologically invited the inspection of this pattern which 
is wonderfully dualed by a lace of yel low lines. All the qualities of the highest ornament 
are there, but Jones has gone beyond the transformation of Islamic ornaments in his 
interiors, to create a new and modern ornament in his own s t y le .  Th e  im po rt a n ce  o f  
t h i s  o r nam e nt  i n  t he  i n t e r io r  i s  emphasized by the chevron pattern which borders and 
frames the modern Moorish ornament, giving the iconology of the cornice a more ethereal, 
sensationist and cosmic aura. The modern Moorish o rnament is  br i l l iant ly  di sco nt inued 
where the  capita l s  o f  abstract pilasters would rise from the mantle.  Jones has painted 
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these pilasters away, incorporating them into the yellow ground. But he has retained 
emblematically their capitals in a dual square of blue and red. 
If Jones tinkered with Field's harmony in the cornice, he overturns Proposition 18 entirely 
with his Pompeian red panels which dominate the wall. Partially framed in two tones of 
blue, the red panels need the aqua of the ottoman for a complement and as a point of 
repose in the design. The repose is  desirable,  because Jones offers the complexity of 
detail and the expanse of abstract color as its counterpoint. Here color is a repose, but not 
the "saintly  and severe" repose as Ruskin would have it .  Rather  i t  i s  o pt ica l  and 
phys io lo g ica l ,  dependent  upo n the  science of color Von Bezold would later approve of in 
his attempt to devalue blue9 and assert red as the dominant color for vision a n d  d e s i g n .  
C o i n c i d e n t a l l y ,  t h e  M a x w e l l  w h e e l  d o e s  v e r i f y  Field's proportions, but the departure 
from the science of color to the art of color in this interiorfis a welcome one.A...by Jones. Given 
the presence of a conflict in his design program, that is, the need for blue to predominate 
and the need for red as a foil for  the metal  armor,  he chose the red and establ ishes a 
new harmony for repose between the aqua ottoman, the wall panel and the neo-Islamic 
ornament of the cornice. 
Simpler in design, but nevertheless of interest because it does fulfill Field’s 
proposition 18 in the Grammar , is a t.staircase design for an unknown commission (Fig. 67). 
P r e d o m i n a n t l y  b l u e ,  t h e  t h r e e  e l e v a t i o n s  d e m o n s t r a t e  t h e  adjustment of the 
surface area of blue -- both dark and light -to the chroma of the red carpet so that the 
proportions of 8:5 favoring blue over red are established with Proposition 18. The 
combinat ion of  Proposit ions 18 and 19 in the Grammar  create repose in the light blue 
walls, and contrast in the dark blue rectangles which surround the brown panels on the 
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undersides of the stairs.  The woodwork,  painted grey, offers a neutral foi l for the eye 
and keeps the repose of the design in the light blue of the walls. 
More radical is another  group of  three designs  for  an i n t e r io r  ( F ig .  68 )  w h ic h  
m a i nt a i n s  t he  t h em e  o f  reposeful l ight blue -- which George Eliot saw as: "where one 
may float between blue and blue in an open-eyed dream that the world has done with 
sorrow" (Daniel Deronda, Book VII, 265). The interiors are symmetrical  and very much in 
keeping with the Propositions 18 and 19 deriving from George Field's theory. Both these sets 
of designs may be dated between the completion of the Grammar in 1856 and ca. 1860. In 
the elevation with the door, Jones has maintained his tripartite division of the wall but 
severely reduced the role of the cornice. Instead he has brought the iconographic light blue 
of the ceiling into the wall itself a n d  o u t l i n e d  t h e  c o l o r  w i t h  a  G r e e k  f r e t .  H i s  
s t y l i z e d  anthemions at the center of the wall panel in designs such as t h e se ,  s h a pe d  
t h e  o p i n i o n o f  h i s  s tu d e n t ,  D r .  C hr i s t o p he r  Dresser, who wrote of the typological 
manoeuvres that a ceiling d e s i g n  m i g ht  t a ke .  W h a t  D r es s er  w a n te d to  see  i n  a  c e nt e r  
ornament for the ceiling was a certain lightness of effect, which lightness Jones achieves by a 
white anthemion emblem on the pale blue ground. The room is insistently Greek with its 
use of a nearly Pompeian red dado, which anchors the composition by its heavier weight 
compared to the l ight blue with its ephemeral iconography. If Jones has brought the sky 
down to the realm of the netherworld, he has also brought the temporal flower to the sky, 
infusing the cosmic with terrestrial narrative. At the same time, he seeks fragile glimpses of the 
perfection the Greeks were most famous for achieving. 
T h e  e m b l e m i s m  o f  t h e s e  t h r e e  i n t e r i o r s  i s  d e e p  a n d  expresses the cosmos and 
temporality at the same time. All  of the pi lasters in the room are yel low, save two in 
 177 
l ight blue which throws off the symmetry of the door elevation. The streamlined 
configuration of black fireplace and clear mirror above reflecting the light blue l ight of the 
room continues the vertical  tr ipartite divis ion to complement the hor izontal  t r iparti te  
div is ion of  the wal l  seen in the door elevation. These interiors on stylistic grounds 
alone could be dated to about two years after the Grammar of 1856: -- the colors are more 
traditional and less radically employed; the design is more simplified; and the cornice weaker 
in its ornamentation than the interiors of his late years of practice. But importantly, they 
are in Dr. Dresser's words "new in character, while yet of the spirit of the past."10 
More modern and at least a decade later in execution is a design for Eynsham Hall from 
the Victoria and Albert Museum (Fig. 69). 
 While the dado is unfinished, the design boasts an elaborate cornice in the primary 
colors with black and white used sparingly as advocated in Proposition 32. Jones's greatest 
elevations use a lot of black to lighten and brighten the colors as suggested by Proposition 26 
of the Grammar. The cornice begins with ruled borders or broad lines of colors in tinted 
primaries before opening onto the most elaborate ornament of the interior in two shades of 
blue and white. Here, as so often before, Jones has borrowed from the principles of the 
ornament of the Alhambra t o  c r e a t e  a  n e w  o r n a m e n t  w i t h  t h e  s p i r i t  o f  t h e  
M o o r s .  Conventionalized ornament such as this inverted repeat border, have 
everyth ing to  do with generat ing a  modern moo d for  the interior, the sense of 
r i c h n es s  be i n g  i n te n s i f i e d  by  t he  polychromatic anthemion below, A handsome red 
and black border of painted lines frames the conventionalized anthemion pattern which 
breaks at the pilasters into polychromed square ornaments surrounded by a black border 
decorated with triangular m o t i f s .  T h e  c o m p o s i t i o n  o f  t h e  c o r n i c e  i s  e l a b o r a t e ,  w i t h  
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foliage being placed above the flower, and given more prominence in the design.  What is  
genuinely  new, Jones asserts ,  i s  the t h e m e  o f  n a t u r e  s c i e n t i f i c a l l y  t r e a t e d  b o t h  
i n  t e r m s  o f  generating new forms of ornament, but also in using history as a laboratory for 
culling the most perfect of ornamental flowers, the anthemion. The Greek element of the 
design is qualified by the scientifically produced foliage above it in the coving, and below 
in the foliated valences. Partially concealed by the valances, the purple curtains fall in 
complementary contrast to the ornamental pilasters in yellow which separate the windows 
and give the impression of a wall-veil where, in Paxton's words, the glass operates as a 
"tablecloth" to the table. There is only the i l l u s i o n  o f  s u p p o r t  i n  t h e  p i l a s t e r s ,  t h e  
r e p o s e  o f  t h e i r  function being secured by the curtains. 
The evidence alone of the Notebook  as it culminates in this last interior confirms 
Jones's greatness as a designer. He gives his designs proportion (in the tripartite division of 
the wall), harmony (in the color complements chosen) and repose (in the f itness with 
which he makes his two-dimensional ornament conform to the fractal wall-veil of his 
interiors). What needs to be stressed is how much Jones's study of the problem resulted in 
an inventive solution and a novel presentation within the familiar system of ornament 
and color which he creates. Nowhere does he radical ly  depart from the spir it  of the 
Proposit ions given in the Grammar; yet, he does modify or break some of the twenty 
rules for color which he specifies in his encyclopedia. H i s  i n t e r i o r s  m a y  b e  s a f e l y  
s e e n  a s  t h e  p r o d u c t  o f  t h e s e  principles, verifying Van Zanten's claim that Jones makes 
little sense without the explication of his theory.11  Nevertheless, the theory may also be seen 
to emerge from the designs, so strongly are  they given over to  deliberate,  sc ient i f ic  
pr inc iples  of ornament and color. Either way, and despite the breaking of his own rules, 
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Jones succeeds in distilling a style given to theory i n  a  m a n n e r  q u i t e  d i s t i n c t  f r o m  
t h e  o t h e r  t w o  p r a c t i c i n g  t h e o r e t i c i a n s  o f  t h e  c e n t u r y ,  G o t t f r i e d  
S e m p e r  a n d  Vio l let- le-Duc.  Jones's  theory  def ines  h is  modernism,  whi le  theory  
remains  on a more abstract  level  for  his  cont inental  rivals. Jones disagreed with 
Semper's theory that the decorative arts preceed and are more primal than architecture. 
His belief in the pr imacy of  architecture was to  inf luence Frank Lloyd W r i g h t  f r o m  
1 8 8 6  o n .  M o d e r n ,  c o n v e n t i o n a l ,  l i t e r a t e  a n d  theoretical, Jones's designs are a 
revelation for the taste of the  t im es  between High  V ic to r ian  Gothic  and the  Queen 
Anne  Movement of the 1870s. 
Most representative of this reforming, even revo lut io nary ,  mo de  o f  des ign  are  two 
inter io rs  which  sho w Jones's mastery of color science. Propositions 24 and 25 in the 
Grammar deal with Chevreul's laws of the complementary contrast of color and value and 
these Propositions are contrasted by Jones f o r  i d e n t i c a l  i n t e r i o r s .  J u s t  a s  t h e  G r a m m a r  
p r o v e d  J o n e s  capable of deep study in order to generate the principles of design 
needed for ornament and color, so Jones has felicitously studied the same interior twice, and 
the differing results are startling. 
 In the first design (Fig. 50 repeat), a deep golden yellow orange complements a light 
blue wall.  The second design (Fig. 70) features the complement between a dark and a 
light purple which verges on russet.  
A very different design results from the two approaches. The essentially white ground 
of the former makes the golden yellow look orange and the black ground of the latter design 
makes the purple brighter and not as heavy. This illusion is created by relative contrast, and 
yields a relative transformation of the colors.  The design in orange and l ight blue fulfills 
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the Propositions 27 and 19 in the Grammar calling for primary colors in the upper parts of the 
design, and for the increase in surface area of colors which are complemented in 
d i f ferent  s trengths  of  chroma.  The  cov ing uses  a  dark  b lue gro und and a  gold 
co nt inuo us s tem ornament with leaves  and f lowers.  Pale blue enhances the dark 
blue of the cont inuous stem's ground and the design as a whole achieves repose in the 
juxtaposit ion of  the blue and gold cont inuous stem with the orange ground and white 
anthemion of the ornamental band below. The entire composition of the cornice depends 
on this contrast and the refinement of these ornaments with the primitive hatched l i n e  
w h i c h  b o r d e r s  a n d  t e r m i n a t e s  t h e  c o r n i c e .  A g a i n ,  a  tripartite approach to the design 
features inverse and varying intensifications of the three zones of the wall depending upon 
the  sur face area to  be  decorated.  The  larger  the  area ,  the  simpler and more abstract 
the treatment. 
 Abstractly unified yet ornamentally complex is Jones's most beautiful elevation 
for an interior already discussed in Chapter Four (Fig. 48 below).  The composition takes 
its cue from the two large violet-purple wall panels to either side of a vertical mirror placed 
over the fireplace, yielding an A B A rhythm to the w a l l .  T h e  t h e m e  o f  t h e  t r i p a r t i t e  
d i v i s i o n  o f  t h e  w a l l  i s  emphasized by the tripartite division of the parts with the three bands 
of ornament for the cornice being echoed in the tripartite divis ion of the dado into 
baseboard, dado and dado rai l .  The elaboration of the design into three parts, each 
segment of which is divided into a further three elements is a necessary move by Jones for  
creat ing proportion in the room, which,  l ike true comparisons, depends upon a 
tripartite structure. The schematics o f  pro po rt io n  a l so  he lp  to  uni fy  an  o therwise  v ery  
com plex  co m p o s i t i o n.  A b s t r a c t l y  c o n s i d e r e d ,  t h e  i n t e r i o r  p r e s e n t s  proportional 
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relationships between ornament, color and the nature o f  m a t e r i a l s  w h i c h  a r e  l e f t  
u n a d o r n e d  - -  t h e  s t o n e  o f  t h e  simplified fireplace and the mirror above it. The 
complexity of ornament and color finds repose in the abstract simplicity of the functional 
elements of the interior. 
Without the simplification of color in the wall panels and in the mirror/fireplace 
feature of the room, the ornamental program might have been lost in the over-elaboration 
a n d  t h e  o v e r - c o m p l i c a t i o n  o f  t h e  e l e v a t i o n .  B u t  J o n e s  h a s  a l l o w e d  h i s  c o r n i c e  t o  
d o m i n a t e  t h e  a g e n d a  f o r  ornament in the interior, and by subtle means which take 
into account the deepening shadows of late afternoon and evening in the  upper parts  
o f  the wal l ,  he  has  c reated an  inter io r  as  splendid by night as it is  by day. This is the 
result  of the contrast ive uses  of go ld used in the cornice,  where a  broad frieze of 
anthemion and scroll ornaments together with foliage on a gold ground contrast with the 
gold conventionalized Pompeian ornaments on a black ground in the ornamental register 
below. The shadow of evening would affect the lowest register most, where the black 
ground would be subsumed by the shadow to reveal a  f l icker  and gossamer of go ld 
ornaments f loat ing freely in space.  During the day the upper broad band of  gold with 
i ts  ornaments in black would read clearly even in the minimal light of  the ra iny  c l imate 
of  England.  Jones has made excellent p r a c t i c a l  u s e  o f  s h a d o w  i n  h i s  e l e v a t i o n ,  
s e p a r a t i n g  the fireplace and mirror from the wall on the right hand side of the elevation, 
and also employing shadow in the upper part of the coving with its gold continuous stem 
on a dark blue ground. The black dado and the dark violet purple in the wall panel also 
evoke the shadows of night.  The red has been confined to the shade of the base and the 
perfect foil of the black dado gives the broad red line its contrast and necessary context. 
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W h a t  c o n t r o l s  t h e  c o m p l e x i t y  o f  t h e  d e s i g n  i s  t h e  decorat ive  
convent ionalization of the parts ,  especia l ly  the p l a c e m e n t  o f  t h e  p r i m a r i e s  i n  
t h e  c o r n i c e  a n d  t h e  d a d o  (Proposition 26) and the temporary abandonment of 
Proposition 27 of the Grammar which says that "the primary colors should be used on the 
upper portion of objects, the secondary and tertiary on the lower." Here Jones has 
introduced a deep blue to the dado r a i l  a n d  r e d  a b o v e  t h e  b a s e  b o a r d ,  t h e r e b y  
s q u e e z i n g  t h e  primaries between the secondaries of the wall panel and its aqua border. 
But what is most conventional about Jones's design is the use of borders to separate 
color and ornament. There are some fifteen borders in the elevation describing at least 
six border conditions -- i.e., between dado rail and the aqua green ground. These borders 
il lustrate the importance of Proposition 28 in the Grammar  which states that "co lors  
should never  be a l l o w e d  t o  i m p i n g e  o n  o n e  a n o t h e r . "  N o  l e s s  t h a n  s i x  
propositions (Propositions 28-34) in the Grammar deal with the border condit ion, and we 
have already seen in Jones's "f ield theory" how important borders are in creating the 
decorative field in design. The borders help to maintain the uniqueness of the parts of the 
design, and as a controlling agenda for color and ornament, they help to unify the 
tripartite lineaments of the wall of which Jones is so fond in his elevations. Equally 
important is Jones's consideration of borders as essential to the color of ornament. The 
borders are ornaments in their own right, and function to s e p a r a t e  c o l o r s  a n d  
o r n a m e n t a l  p a t t e r n s  f r o m  e a c h  other, controlling the apparent strength of the hue by 
preventing the greying-out of the after-image of uncontained colors.  
The predominant effect of the wall panels in purple depends upon the many borders 
which frame the panels and its  surrounding de facto  complement in aqua green. Jones 
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has gone beyond Chevreul's three pairs of complements to anticipate Von Bezold's six 
pairs of complements of 1876. The richness of color also depends upon the compression of 
the panel between the black ground of the ornaments above it and the black dado below. In 
both cases gold ornaments on a deep blue ground mediate between the aqua green and 
the black.  Nevertheless ,  these borders become neutralized by the overall color gravity 
w h i c h  w e i g h s  d o w n  t h e  c o m p o s i t i o n  s o  t h a t  i t  r e s t s  o n  t h e  blackness of the dada. 
The tendency of the color wall panels to float free is mitigated by the effects of color 
gravity and by the border condit ions which f ix  it  securely to the wal l  and generate 
the repose which is  g iven to  the shadowy effect  of  purple, the darkest of the hues in its 
natural state. 
Of supreme importance in this elevation is the notion of an iconography of underworld, 
natural world and the cosmos as expressed by the tripartite division of the wall. The 
underworld is represented by the black dada, the natural world by the color of the flowers 
and leaves of "nature and the cosmos by the golden bands of ornament and the dark blue coving 
in the cornice. Again J o n e s  h a s  i n t e r m i n g l e d  e l e m e n t s  o f  t h e  d e s i g n  f r o m  a n  
iconographic point of view so that the flowers and leaves are sanctified by being placed 
in the cosmic realm, next to the sky o f  the  ce i l ing .  The  b lending  o f  i co no graphic  
e lem ents  a l so  occurs in the dada where red, the color of life and sometimes the earth 
(Chinese) is taken down into the netherworld of the dado base. That this is also a formal 
maneuver on Jones's part has been commented upon, but the parallel with the flowers in the 
sky should not be lost to the viewer. Jones is willing to enrich the basic design by iconographic, 
and at the same time, formal ploys that establish the intermixture of iconographic relations 
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while p r e s e n t i n g  t h e  m i x  o f  f o r m a l  e l e m e nt s  s o  n e c e s s a r y  t o  t h e  requisite 
"neutralized bloom" of the Grammar’s Proposition 22. 
 Mo re  ind icat iv e  o f  the  qua l i ty  o f  "b loo m" that  Jo nes adheres to following the 
publication of the Grammar are designs for the Oriental Court at the Victoria and Albert 
Museum discussed briefly in Chapter Two.  These are now part of the kitchens and thus 
l o s t  t o  t h e  p u b l i c .  T h e  d e s i g n  f o r  s e v e n  b a y s  p r e s e n t s  alternating red and blue 
spandrels with very abstract pilasters and piers in solid color. Begun in 1863 and completed 
by 1865, the design (Fig. 27) shows the microscopic interweave of details which Jones 
admired in Islamic design in general and in Indian design in particular .   
The theme of the design is  the leaves and flowers from nature which are featured in 
green on a red ground and in gold with white flowers on a deep blue ground i n  t he  r ig ht  
han d t hree  bay s  o f  t h e  des ig n.  T he  C a r t e s ia n  r e g ul a r i t y  o f  p la ce m e n t  o f  t h e  w hi te  
f l o w er s  o n spandrels flanking the two center bays on the left hand side of the design, 
belies the interweaving of effects achieved by the arabesques of the two red and green 
spandrels on the right, and by the two turquoise ground spandrels on the left-hand side of the 
design. In contrasting the Cartesian grid-placed flowers with the Oriental arabesque, 
Jones has placed Western design principles on an even par with the Eastern tradition of 
the arabesque, demonstrating his thesis that the Alhambra is the Oriental  equivalent of the 
Parthenon, and that showing that pr inciples  of design from East and West can co-
exist  in the production of the "neutralized bloom" required of all design. A c t u a l l y ,  t h e  
e m p h a s i s  o n  t h e  d i s t r i b u t i v e  s y s t e m  o f  t h e  Cartesian grid and the arabesque is 
common to both Eastern and Western design, and the principal means by which Jones 
achieves his "bloom." The Cartesian system is also employed to articulate the upper reach of 
 185 
the pilasters on the right hand side of the d e s i g n .  T h e s e  h a v e  b e e n  c o l o r e d  a  g o l d e n  
y e l l o w - o r a n g e  t o  complement the blue spandrel on this side of the design. This basic 
complement is intensified for the two turquoise bays of the design by deepening the orange to 
a near vermillion so that the pilasters seem to detach themselves from the "wall-veil" of the 
design because of the power of the yellow to "advance" while the turquoise "recedes." A 
tentative neutrality is established by the emblematic designs which ornament these 
pi lasters.  These emblems hold the power of the color to the wall itself, rather than giving 
the power of the complements its fully dimensional effect ,  because the emblem 
provides a f lat  pattern focus to  a n c h o r  t h e  c o m p o s i t i o n .  T h e  " b l o o m "  w h i c h  t h e s e  
d i s p a r a t e  elements of the design produces results in a blurring of detail at a distance but 
a richness of microscopic ornaments when viewed u p  c l o s e .  T h e  n e u t r a l i z e d  e f f e c t  o f  
t h e  b l o o m  r e q u i r e s ,  therefore, the obliteration of the part in favor of the whole. The 
theme of the distributive arabesque and the Cartesian grid o rnam ents  are  thus  
ind ispensable  e lem ents  o f  the  des ign  in  achieving this effect. 
In summary, the most important aspects of Jones's designs em erge in  term s  o f  the i r  
co nvent io na l i zed moderni ty ,  the i r  insistent conventional classicism and the abstract use 
to which Jones puts color to work in his color f ields.  Jones's designs are  not  o nly  
m o dern because  o f  h is  use  o f  large co nt inuo us  surfaces of glass and his employment 
of overhead l ighting or c leresto ry  l ights ,  but  a l so  in  the s im pl i f ied  way  which  he 
treates his classical ornamental system, limiting the ornament to the cornice, and, as we have 
seen in his flat pattern designs, to the ceiling. Jones's modernism is tied to this simplified use 
of ornament which rejects the all-over pattern of Moorish ornament in favor of abstract 
areas of color balanced by ornament above and a black dado below. Color gravity assists 
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in the classical base, column and entablature division of the room which generates the 
fundamentals of the design for Jones. Frequently we have seen the abstract color field 
compressed between the heaviness of b l a c k ,  G o e t h e ' s  i n f l u e n c e  r e p r e s e n t s  t h e  
t e n d e n c y  t o w a r d s  Romanticism which Jones's work must be seen as continuing towards the 
modern age. His faith in Science, particularly the sciences of botany, mathematics, optics, 
physiology and psychology are modern on the one hand, yet rooted in the Romantic 
Movement which valued the Natural Sciences more deeply following the discovery of Nature 
by the poets before the turn of the nineteenth century. But Jones was also committed to 
Commerce and Industry, and his utilitarian acceptance of simplicity in ornament makes 
him the f i r s t  m o d e r n  i n  t h i s  e f f o r t  t o  d i s t i l l  f r o m  t h e  p a s t  t h e  universal 
ornaments best suited to the interim - and to use sparingly and boldly in his radical  
elevations. His tendency towards abstraction in color represents his modernity as securely 
as his simplification of the ornamental system for his interiors. Color, bold and innovative, in 
conventionalized by the classical tripartite division of the wall as well as by the tectonics of 
the post and lintel system. The compression of the color field generated by the cornice on 
the dado reveals that color gravity, o r  the  tendency  o f  co lo rs  to  have  weight ,  b lack  
hav ing  the  greatest weight and density of all, contradicts the tectonics of the system. 
Nevertheless, this contradiction is essential to the abstraction and bloom of the color field and 
represents a radical departure from the Class ical  System upon which he otherwise 
depends. 
A similar understanding of color theory conditions the innovative exploration of color 
harmony in his interiors. Jones did not feel limited by his propositions on color in the 
Grammar. Rather, he went on to create new color harmonies. The turquoise and crimson 
 187 
complement in the Whitworth Art Gallery Notebook is a lmost as ant ic ipatory  of  the 
future of  co lor  theory as the red-purple and yellow-green complement which adorns his 
greatest design for an interior. But Jones did not abandon his complete color t h e o r y  o f  
t h e  G r a m m a r  e v e n  i f  h e  w e n t  b e y o n d  t h e  implications of one of its core 
propositions. His sense of complementary colors in these designs would be vindicated by Von 
Bezold (1876), Ostwald (1916) and Munsell (1921). An important insight in Proposit ion 19 
reveals how much Jones anticipated later color theorists when he writes that : "each 
color has a variety of tones when mixed with white, or of shades when mixed with grey or 
black." While the proper terminology has now been establ ished to descr ibe a  hue mixed 
with white as  a "t int ,"  Jones was again innovative in anticipating the primary method by 
w h i c h  c o l o r s  w e r e  c l a s s i f i e d  b y  O s t w a l d  a n d  M u n s e l l  f o r  m e a s u r e m e n t .  
B e i n g  a n  a r t i s t ,  Jo n es  d id  no t  need the  sc ience  o f  either Ostwald's or Munsell ’s  
color systems; w h a t  is novel for the nineteenth-century is the degree to which he 
anticipates the future development of color theory in this proposition, and the effect he 
succeeds in obtaining with his flat, tinted co lo rs .  
Most importantly, his abstraction of color in the color fields he created allowed for the 
bloom of color in his interiors by allowing some degree of three-dimensionality to occur in 
a composition dedicated to two-dimensional flatness. Despite the fact that his use of 
ornamental  borders condit ions the f latness of the color at the edge of the decorative color 
field, the full power of abstract color blooms at the center of the field because of the inherent 
three-dimensionality of color. This fact was also recognized by Jones in Proposition 21 
where he noted the push-pull opposition of yellow and blue and the stability of red. 
P r o p o s i t i o n  2 1  a l s o  k e y s  i n  o n  t h e  b a l a n c i n g  o f  c o l o r s  b y  complementary contrast 
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such that: if the surfaces to be colored should give too much yellow, we should make the red 
more crimson and the blue more purple -- i.e., we should take the yellow out of them." 
This proposition then considers the management of the chromatic circle of hues by seeking a 
balance in the composition acco rd ing  to  lo g ical  pr i nc ip les  which  becam e cano nica l  fo r  
Ostwald. The ability to change the dominant hue of a composition by principles of color 
and the acceptance of a key element in Ostwald's theory, namely the presence of tone in 
hue, i.e., the grey content in a mixed hue, points as well to the modernity and comprehensiveness 
of Jones's color theory. The radicalness of his decorative color theory must stand in 
juxtaposition to the conservatism of his ornament. 
One  more o bserv at ion  with respect  to  co lor  i s  wo rth exploring; namely that Jones's 
simplification of ornament allowed his radical use of decorative color free rein in his 
designs. J o n e s  w e n t  f u r t h e r  t h a n  t h i s .  H i s  c o l o r e d  b o r d e r s  b e c o m e  o rnaments in 
themselves, and he thus transforms the rhetorical, i co no graphic  co ntent  o f  the  h is to ry  
o f  o rnament  to  inc lude  abstract forms which do not generate the same kind of meanings as 
the tradit ional  ornamental  forms of  the past .  Color  becomes decorat ion:  the 
iconography of  co lor becomes fused with the iconography of decoration, and the 
complexity and richness of this strategy reveals how hopeful were the signs of 
modernism during the 1860s and early 1870s. He was able to create a new ro le for 
color ,  and i f  h is  s impl if icat ion of  ornament looks  f o r w a r d  t o  i t s  e l i m i n a t i o n  b y  
t h e  I n t e r n a t i o n a l  S t y l e ,  nevertheless, he offered a solution to its relative absence by 
appealing to the music of color to fi l l  the void. Decorative color is the theme of these 
interiors, not ornament; color as strong and virulent as any that has been employed by 
architects in history. In the end, it is  Jones's contributions to color theo ry  in  the 
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Gramm ar  that  are  st i l l  wo rth  not ing  fo r  the  p r a c t i c i n g  a r c h i t e c t  t o d a y ,  s o  t h a t  
t h e  w h i t e n e s s  o f  t h e  International Style, and the pastel colors of Post-Modernism find their 
counterpoint in Jones's ornamental, fully-saturated colors of the past. 
A Critique of Jones's Decorative Ornament 
As radical and modern as Jones's interior designs are, they achieve their revolution in 
decoration at the expense of ornament. This at once explains their modernity and reveals 
a fundamental  f law in  the decorat ive  program. The decorative function of color is given 
prominence over the ornamental agenda, and decorative space through color is exaggerated 
at the expense of the concreteness of the ornament. The interiors are radical statements 
about colored space; the ornament is secondary to decoration and basically functions 
only to enrich the juncture of wall and ceiling. Using the same tripartite division of the 
wall as Robert Adam, Jones simplified the ornamental agenda to the area of the cornice and 
dada r a i l ,  e l im i na t i n g  o r n am e nt  f ro m  t he  wall-fi l l .  This is precisely the area which 
Adam celebrates in his Etruscan Room at Osterly Park in 1763. Certainly Jones's 
ornament is more advanced than the Cinquecento emblemism of Adam, b ut  something o f  
great  im portance  has  been lost  in  Jo nes's  designs. C o l o r  a l o n e  c a n n o t  s u b s t i t u t e  f o r  
t h e  o r n a m e n t a l  agenda: this is a fallacy of Jones's designs for the interior; it subst itutes the 
decorative for the ornamental,  or,  in other words,  a system of distribution for the 
thing needing to be distributed. Put differently, Jones subverted the means for the ends 
where ornament is a means to the decorative end. 
To be sure, Jones was only following the ideology of the l iberal  reformers which he 
himself  had helped to create. But this ideology was dangerous for the well-being of 
ornament.In Pugin's, ornament was to be l imited to the constructive featu r e s  o f  t h e  
 190 
b u i l d i n g ,  t h e r e b y  e n h a n c i n g  c o n s t r u c t i o n .  O r n a m e n t  c o u l d  n o t  b e  c o n s t r u c t e d ,  
b u t  h a d  t o  h a v e  s o m e  utilitarian purpose to rationalize its employment. Jones agreed 
with this conventional principle and propagated it in proposition 5 of the Grammar. To this 
position he added a curious addendum: "that which is true must be beautiful". Surely this is 
not true: surely truth can also be sublime in a way that is not beautiful, or picturesque 
without being beautiful. In any event, the net result was to force prerequisite conditions 
upon ornament which are, I think, detrimental to it. Why should ornament be limited t o  
t h e  c o n s t r u c t i o n ?  T h e  r e f o r m e r s  w o u l d  h a v e  a r g u e d  t h a t  without this restraint, 
ornament would have no discipline, no integrity, and  serve no function. T h e  ne t  e f f ec t  o f  
t h e i r  reforms was to subvert ornament into a purely decorative status. But the r e f o r m e r s  
t e n d e d  t o  t h i n k  o n l y  in terms of t w o - d i m e n s i o n s ,  o r  a i r  J o n e s  d i d ,  
f r a c t a l l y .  F r o m  a  three-dimensional standpoint, the restraint is false. Ornament can 
be constructed as a three-dimensional object; it  makes no point to limit it to construction. 
The fallacy of Jones's position can be best seen in his interior designs where he all but 
eliminated ornament from his p r o g r a m .  T h e  w e a k n e s s  o f  h i s  o r n a m e n t  c a n  b e  s e e n  
i n  t h e  repetitious way he employs the Greek anthemion and Moorish modern ornament. At 
least his Oriental ornaments allowed for updating the original and creating new 
ornaments in that style. But the excessive use of the anthemion bespeaks a paucity of 
invention on Jones's part, and a willingness to gloss over the weakness of his position by 
incorporating eclectic references to the past which further undermine his modernity of 
decoration. The reason for the limitation of ornament in his interiors is clear, despite the 
rationale of the ideology: Jones preferred the colored spaces of h i s  c o l o r  f i e l d s  t o  t h e  
c o m p l i c a t i o n  o f  s p a c e  t h a t  a n  introduction of ornament into the wall would 
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engender. Jones wanted to demateria l ize the wall  in order to create spir itual  space; 
ornament would have given some.materiality back to the wall and limited the transcendent 
function of pure color. This is essentially a modern point of view, but Jones had to sacrifice 
his strengths in ornament for his love of pure color to achieve it. 
I  crit ic ize not so much the designs themselves as the reasons Jones had for his design 
decisions. Hindsight has proven that modernity has been fatal to ornament and decoration as 
well. Post-Modernism has only barely begun to recover our inheritance, so ruthless was the 
proscription against ornament and decoration during the International Style period. Jones's 
modernism has a cost, and the price was to eliminate all that he considered dear to his own 
modernity. To question the nature of proposition 5 in the Grammar  is to question the 
fundamental Victorian tenets of design; but these concepts need questioning if we are to 
make a t r u e  p o i n t  o f  d e p a r t u r e  f r o m  J o n e s ' s  t h e o r y  
o f conventionalization. Ornament cannot afford to be l imited by ut i l i ty ;  i t  i s  a  higher  
art  than ut i l i ty ,  and no amount  of  super-added ornament can bring meaning to function. 
All this can do is to limit the vitality and expressiveness of the ornamental tradition by tying it 
to structural considerations which have no essential meaning of their own. Ornament is a 
language: it needs t h e  f r e e d o m  t o  e x p r e s s  i t s  t h o u g h t s  a n d  i d e a s  w i t h o u t  t h e  
imposition of false extrinsic disciplines. The disciplines which a r e  i n t r i n s i c  t o  
o r n a m e n t  a r e  t h e  p r o p e r  o n e s  f o r  t h e  ornamentor to follow: these are as complex 
and exact as those of poetry and music. 
That Jones thought of interior design primarily in terms of color is borne out by another 
color study from his Notebook (Fig. 71).  
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Here crudely cut pieces of color paper, l ike those of the modern ColorAid, are 
assembled to prefigure the painted design. There is obviously in this kind of exercise, no 
thought given to the ornamental program: this would come at a later stage of the planning. 
Importantly, the emphasis is on the wall-fill with its passages of deep, nearly ochre yellow 
in the design on the  le f t ,  and pa le  b lue o n the  r ight .  Bo th  des igns  feature  intervals of 
hue which are adjacent on the color wheel, with the complements being established by pieces 
of furniture against the d a d o .  I n  t h e  d e s i g n  o n  t h e  r i g h t ,  J o n e s  h a s  c o n t r a d i c t e d  
proposition 27 in the Grammar which states that: "Black grounds s u f f e r  w h e n  o p p o s e d  
t o  c o l o u r s  w h i c h  g i v e  a  l u m i n o u s  complementary". Here the deep purple panels of 
the door and dado give off a yellow after-image which mitigates the black moulding of the 
frame and dado rail. The point I want to stress, however, is that the decisions relating to 
ornament follow Jones's prior assessment  of  the co lor  in  the inter ior .  Whi le  the issue 
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of  ornament should proceed apace of the color decisions, they are obviously secondary to 
the decorative scheme of color. 
H o w  s i m p l e  J o n e s ' s  a g e n d a  f o r  o r n a m e n t  i s  i n  t h e  interiors is seen in another 
design for an interior (Fig. 72) which completes the design of Fig. 70 discussed above. 
 Only the cornice and coving have been treated ornamentally, the remainder of the wall 
is purely decorative color. This design proves that Jones preferred the study in values to the 
study in complements d i s c u s s e d  i n  d e t a i l  i n  C h a p t e r  F o u r .  C e r t a i n l y  t h e s e  a r e  
handsome interior elevations, but the emphasis on the dissolution of the wall into space 
needs the contrasting materiality of ornament to complete the sense of reality demanded by 
the physical presence of the wall. These wall elevations suffer from an incompleteness and 
oversimplification which does not affect Fig. 60 because the richness of the color work on 
the doors makes up some of the ground lost by the absence of ornament. If we compare 
another s e t  o f  d e s i g n s  f o r  a n  i n t e r i o r  w i t h  t h e  e l e v a t i o n s  j ust considered, w e  m u s t  
a d m i t  t h a t  J o n e s ' s  i n t e r i o r s  a r e  m o r e  successful when he admits a greater amount of 
ornament into the design. In the set of four designs with a blue-purple wall-fill, greater 
attention has been given to the cornice with its diamond diaper and cable moulding. This 
part of the room asserts its presence because of the ornament, and richly complements 
the wall in a contrast of gold and purple. The dado has been treated in a modern way, and 
eliminates the usual color gravity which is typical of Jones's best interiors. Space has been 
given a material presence in the design and does not succumb to the infinite. 
While these final designs are Jones's weakest, they are nevertheless instructive. The 
stronger designs are more h igh ly  o rnam ented.  T h e  V i c t o r i a n s  m a y  r e a l l y  b e  
c o n s i d e r e d  decorators rather than ornamentors given the nature of their ideology. But 
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Jones was a very strong ornamentor in his own right,  and one wishes more rather than 
less in his interiors. The process of s implif ication begins with these interiors,  a deadly 
process in the hands of the modernists who inherited the ideo lo gy  o f  the  V ic to r ians ,  as  
Bro l in  has  recent ly  pro ved.  S impl i f icat ion a l l ied to  abstract ion is  undoubtedly  a  
sound decorative strategy: but too much of either process is fatal to ornament. Ornament, 
in fact, needs only slight touches of both agendas ,  eno ugh fo r  the  c lar i ty  o f  the  im age  
in  i t s  repeat  condition; but too much abstract simplicity destroys the richness and variety of 
ornament. Jones comes very close to the edge of real impropriety in ornament in even his 
most spectacular interior designs. 
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Chapter 6: Music, Repose and Ornament 
 
Music and Ornament 
The sophist ication and complexity of f ield design as evidenced by the Grammar of 
Ornament  and practiced by Jones recalls the comparable achievements in the Victorian 
novel. To be sure, conventionalization found its earliest critic in Charles Dickens, who berated 
the fact-mindedness of the philosophy of art which  b an is hed th ree- d i m ens io n a l  f lo wer s  
f ro m  co ntem po r ary  carpets and wall-paper. But it is  Jones's closeness to George E l i o t  
w h i c h  p r o m p t s  t h e  c o m p a r i s o n .  B o t h  t h e  n o v e l  a n d  ornamental design deal 
with the values and judgements of the culture which create the respective forms of art. 
For example, the High Victorian concern for flatness in ornament is based on the moral 
argument flat ornaments should decorate f lat surfaces; while in. the novel, there is a 
similar moral concern for character (the ornament), and the relationship of character to 
society (the decorative field). But the Victorian novel and Victorian field design also reveal 
a fundamental grasp of the higher aesthetic and spiritual qualities of l ife, and this 
concern for the mundus imaginalis  also reaches out to music as inspiration and analogy. 
Nor, finally, is it surprising that the Hall of Repose in the Baths of the Alhambra were devoted 
to music and ornament. Field design's fugitive optical dynamics parallel music analogically. 
The relationship between color' and specific musical notes was not lost on Newton, who 
ascribed musical notes to the colors of the rainbow. It is as if a different tempo were struck in 
music each time the eye focused on a. different feature of the design. The musical qualities 
of Propositions 6 and 10 w e r e  e v i d e n t  t o  c o n t e m p o r a r y  c r i t i c s  a n d  h i s t o r i a n s  
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o f  o r n a m e n t .  Ralph Wornum, the Librarian at the Schools of Design at South 
Kensington, wrote in 1856 that "I believe the analogy between music and ornament to 
be perfect,  one is  to the eye what the other is to the ear. Such a close analogy," he 
continues, "must convince us that ornament consists in something more than a mere artistic 
elaboration of either natural or conventional details, a n d  t h a t  a l l  m e c h a n i c a l  
i n g e n u i t y  m u s t  b e  k e p t  s t r i c t l y  subservient to theoretical prinoiples."1 
T h e  a n a l o g y  b e t w e e n  m u s i c  a n d  o r n a m e n t  w a s  t a k e n  advantage of by Jones 
who built the most famous iron-and-glass music hall of the Victorian era, the very time he 
was completing the Grammar of Ornament -- that of St. James Hall, Picadilly and R e g e n t  
S t r e e t s ,  L o n d o n .  J o n e s ' s  a r g u m e n t  f o r  t h e o r e t i c a l  pr inc iples  of  form and color  to  
guide the ornamental i st  was decisively against those who stil l  believed in instinctive or 
intuit ive design as some st i l l  did in the Royal Institute of B r i t i s h  A r c h i t e c t s ,  w h o  
m e t  l a t e  i n  1 8 5 7  t o  d i s c u s s  "polychromatic decoration."2 "No man" Jones held, 
"would think of  snatching a v io l in from the hands of  a music ian,  who had g a i n e d  h i s  
m a s t e r y  b y  m u c h  e a r n e s t  s t u d y  a n d  p r a c t i c e . " 3  I n t u i t i v e  d e s i g n  w o u l d  p r o d u c e  
a  c a c o p h o n y  o f  o r n a m e n t  a s  intuitive playing of the violin would do violence to the 
music. In the Seven Lamps Ruskin makes a crucial appeal to music in his advocacy of his 
particular approach to color in architecture and decoration: "Whatever harmonies there 
may be, one dist inctly l ike those of two separate musical parts, coinciding here and 
there only -- never discordant, but essentially different."4 The key was the regulating 
philosophy of conventionalization and an ornament, a field design c o m p l e x  e n o u g h  
t o  s t i m u l a t e  t h e  contemplative imagination. P r o p o s i t i o n s  6  a n d  1 1 ,  t h e  m o s t  lyrical of 
Jones's theory of field design, depend on the musical arabesq ue  m o v em ent  o f  t he  p are nt  
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s tem  fo r  t he i r  be auty  an d effectiveness. T h e y  a l s o  m a n a g e  t o  m a i n t a i n ,  d e s p i t e  
t h e . c o m p l e x i t y  o f  d e t a i l  s e e n  i n  t h e  c o n v e n t i o n a l i z e d  f l o r a l  ornaments, a 
s implicity of purpose quite in harmony with the almost extravagantly intellectual 
arrangement of ornament. The analogy between color and music was taken to mean 
more than a figurative relationship.5  The relationship is surely one of a higher activity, 
because music and field design require the full creative powers of the contemplative 
imagination to attain the primary aim of repose in the Grammar. 
There is no doubt but that the repose in the philosophy of art and in the aesthetic 
field design proposed by Jones was associated with the higher facult ies of the mind 
and with an idealism representative of this super-consciousness. "Repose," Jo nes  
repeat s ,  " co ul d  o n ly  be  o bt a i ned w hen  a l l  wo rks  were  arranged with a due regard to 
proportion, harmony and contrast."6  Jones's regard for the Fibonaci series in proportions for 
the Golden Section proportion of 2 : 3 and 3 : 5 has already been noted: Jones justified these 
more subtle proportions which yield.asymmetrical themes and motifs in design by an appeal 
to music. H i s  f r i e n d ,  t h e  c h e m i s t  a n d  c o l o r  t h e o r i s t  G e o r g e  F i e l d ,  contended that 
no proportion would be beautiful that did not have an analogy with music .  Jones's theory  
of harmony of  form is  equally exacting and forms the counterpoint to his theory of the 
primitive colors in ornament: "Harmony of form consists in the proper balancing, and 
contrast of, the straight, the inclined, and the curved" (Proposition 10). The 
interrelationship of the three kinds of lines were meant to strike a chord in the music of 
ornament. The absence of any one of the three lines would lead to loss of repose and 
monotony of design. A perfect ornament which illustrates the melody of the three lines: 
the straight, the inclined, and the curved; is to be found in the Grammar and comes from 
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the Alhambra, Spain (see Fig.s 7 and 14).  In this ornament the straight line at the center 
of the design contrasts with the inclined lines above it, all surrounded with the c u r v e d  
l i n e s  o f  t h e  o u t l i n e .  T o  b e  s u r e ,  t h e  o r n a m e n t  i s  infinitely more complex than the 
sum of its elements. What needs s t ress ing  i s  the  idea l i zat io n o f  the e lem ents  which  
create ornamental form; and, to repeat, the same idealization obtains in regard to the 
primary colors. George Field's analogies in his Analogical  Philosophy  of 1839 described. 
the basic analogies between color, form, music and poetry participating in a c o m m o n  
a e s t h e t i c  m i l i e u .  C e r t a i n l y ,  J o n e s ' s  i d e a l i s m  w a s . profo undly  v isua l :  h is  
preference  fo r  the e l l ipse over  the c i r c le  an d  t h e  p a ra b a lo i d  o v e r  t h e  e l l i p s e  
d e n o t es  a n  eye  sensitive to the refinement of geometrical curves in art. These refinements 
in the quality of form did not obscure the fact that all the basic forms were needed in field 
design for repose. In fact, each of the Moorish ornaments illustrated in the Grammar 
contains a miniature theory of design- Were the illustration of this diaper from the Hall of 
the Ambassadors in the Alhambra to have included sufficient repeats, the curved gold 
lines which terminate the straight central line of the ornament would have produced a 
secondary pattern typical of field design on the same plane. The geometrical  tautness of 
this pattern would invoke highly optical sensations as the overlay of primary and secondary 
diaper ornaments compete for visual dominance. The orchestration of visual effects to be 
found in Moorish design yields a richness of sensation unequalled in the history of ornament 
according to Jones and provides the most direct model for Victorian f ield design of the 
late 1850s and 1860s. 
Repose and the Ancient World 
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The earl iest  written record of the power of repose is  to be found in the Pentatuch 
of  the Old Testament. In  Genesis ,  chapter 2, verses 1 – 3,  we read that 
Thus the heavens and the earth were finished, and all the host of them. 
And on the seventh day God. ended his work which he had made; and he rested on the 
seventh day from all his work which he had made. 
And God blessed the seventh day and sanctified it: because that in it he had rested from 
all his work which God created and made. 
 
Repose is thus originally the rest from extreme creative labor: but not any kind of 
rest; rather, it  is the holy rest of God. The origins of repose are super—natural and divine. 
The book of Genesis makes clear the sacred and super-conscious quality of repose: it is a 
counterpoint and ornament to labor. Of all the days of the week in which God was engaged 
in his work, including the sixth day when He created Adam, it was the seventh day which He  
sanct i f ied,  the  day o f  abst inence f rom  labor ,  a  day  fo r  reflection, contemplation, 
meditation and peace. 
Thus when the Israelites were given the ten commandments to make them a holy 
people for God, the sanctification of the seventh day occurs again as a holy law for them: 
"But the seventh day is the sabbath of the LORD thy God: in it thou shalt not do any work, 
thou, nor thy son, nor thy daughter, thy manservant, nor thy maidservant, nor thy cattle, 
nor thy stranger that is within thy gates:" (Exodus,20:10). Moses relates God's reason 
for the holiness of the Sabbath as the day He rested after the creat ion:  "wherefo re  the  
LORD  b lessed the Sabbath  day ,  and hallowed it" (Exodus 20:11). In fact God was 
insistent upon the holiness of the Sabbath:  it was not only one of the ten holy 
commandments,  but one which God urged on the Israel ites with special concern, 
repeating the commandment when He gave Moses the second time the tablets of stone 
wherein He had inscribed His laws: 
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And the LORD spake unto Moses, saying, 
Speak thou also unto the children of Israel, saying, Verily my sabbaths ye shall keep:  
for it is a sign between me and you throughout your generations; that ye may know that I am 
the LORD that doth sanctify you. 
Ye shall keep the sabbath therefore; for it is holy unto you. Every one that defileth it 
shall surely be put to death: for whosoever doeth any work therin, that soul shall.be cut off 
from among his people. 
Six days may work be done; but in the seventh is the sabbath of rest, holy to the LORD: 
whosoever doeth any work in the sabbath day, he shall surely be put to death. 
Wherefore the children of Israel shall keep the sabbath, to observe the sabbath throughout 
their generations, for a perpetual covenant, 
It is a sign between me and the children 
of Israel forever: for in six days the 
LORD made heaven and earth, and on the 
seventh day he rested, and was refreshed. 
(Exodus 31: 12 - 17) 
 
Th is  i s  per ha ps  t he  m o st  i l lum i nat in g  o f  th e  m any  p ass ages  concerning the 
Sabbath in the Pentatuch,  for  God reveals  an essential reality of repose in that it 
refreshes just as he was refreshed from his work of creation by rest.  Furthermore, He 
took special care to interweave the sabbath in the lives of the Israelites, numbering the 
sabbaths to create holy convocations (Leviticus 23) and applying the principle of the 
sabbath to the land of Caanan so that every seventh year might be a fallow year (Leviticus 25: 
2-7), and every fiftieth year a holy year for the land and its inhabitants, a year of l iberty 
and reunion of fam i l ies ,  a  year  o f  jub i lee  and.  the  end o f  debt .  Thus  the  concept of 
repose was extended to all aspects of life and nature. 
Initially the Sabbath was strictly enforced.: a man was stoned to death for picking up 
faggots on the Sabbath (Numbers 15: 32 -35). This act God Himself ordained, commanding 
at this time that the Israelites make a fringe ornamented with a blue ribbon for their 
garments so that they remember His commandments. And when He blessed them his gift to 
them was repose: "The LORD lift up his countenance upon thee, and give thee peace" 
(Numbers 6: 26). Thus the repose of God became both gift and symbol for Israel, a symbol 
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not only of the act of creation, but also of the mysteries by which God led his people out of Egypt. 
"And remember that thou wast a servant in the land of Egypt, and that the LORD thy God 
brought thee out thence through a mighty hand and by a stretched out arm: therefore the 
LORD thy God commanded thee to  keep the sabbath day"  (Deuteronomy 5:  15) .  Thus 
God interwove the mystery  of  creat ion with the myster ies  of  His  del iverance of 
Israel  out of the hands of the Egyptians:  the S a b b a t h  b e c a m e  a n  e m b l e m  a n d  
m e m o r i a l  w e d d i n g  o f  l i f e  t o  t h e  supernatural, and the body to the soul. Leviticus 23 
discusses t h e  h o l y  d a y s  o f  t h e  y e a r  b e g i n n i n g  w i t h  t h e  S a b b a t h ,  a n d  considering 
the Passover, the Feast of the Harvest and the Feast of the Tabernacles. One day in 
particular, the tenth day of the seventh month, had a profound spiritual purpose. Then 
"Ye shall do no manner of work: it shall be a statute for ever throughout your generations 
in all your dwellings. It shall be unto you a Sabbath of rest, and ye shall afflict your souls" 
(Leviticus 23: 31 -  32) .  Thus se l f -chast isement  essent ia l  for  humil i ty  and meekness was 
practiced in Israel on a special Sabbath once a year so that a sense of mystery might be 
preserved, and the spiritual life enlarged. 
The descendants of Abraham, Isaac and Israel  perfected repose with the special 
counsel and help of their Father. But the concept of repose was well established as one of 
the five mysteries of l ife in the poetry of the ancient Mediterranean world according 
to  Robert  Graves.  The f ive  myster ies  of  the White Goddess were Birth, Initiation, Love, 
Repose and Death.7 Repose mediates in this scheme between Love and Death: it is the 
c u l m i n a t i o n  o f  l i f e ,  b o r n  o u t  o f  l o v e  a n d  l e a d i n g  t o  t h e  inevitable. But a mystery 
need not necessarily be spiritual, and i t  is the spir i tual izat ion of  repose which is  God's  
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gi ft  to  Israel. And for the poetry of repose we may again return to the Bible, to the Psalms 
of David, whose love of God is surpassed only by that of Christ. 
How much David loved God is evident in all 150 Psalms: his love is perfect and unerring, 
total and comforting, a love of the heart and soul. His love is a crucial context for his few 
statements on repose, 'for the abiding power of his devotion to God il luminates all  his 
words. He begins in Psalm 85 with the regognition that repose is a quality of God.: " I will 
hear what God the LORD will speak: for he will speak peace unto his people, a n d  t o  h i s  
s a i n t s . . .  M e r c y  a n d  t r u t h  a r e  m e t  t o g e t h e r ;  r ighteo usness  and peace hav e 
k issed each other .  T ruth shal l  spring out of the earth and righteousness shall look down 
from heaven," (Psalm 85:  8,  10 and 11).  Repose, or peace, is thus considered divine, a 
mate for heavenly righteousness. Truth is considered not as a scientific trope, but as a 
product of the union of r ighteousness and repose, a spir itual rather than a material 
quality and a consequence of sacred goodness.  Again, for David,  repose is  seen as a 
gift  of God, an act of His tender mercy for mankind: "Blessed is the man whom thou 
chastenest, 0 LORD, and teachest him out of thy law; That thou mayest give him rest  f ro m  
the  d ays  o f  adv e rs i ty "  (P sa lm  94 :  12  a nd  13) .  I n  David's life, such peace, rest and 
repose was rare: his life was a  c o n s t a n t  s t r u g g l e  a g a i n s t  S a u l  t o  b e g i n  w i t h ,  t h e n  
t h e  Philistines and his enemies among his own people. This adversity strenthened his 
dependence upon God, for he relied upon Him for everything.  No wonder repose seemed 
heaven sent ,  div ine and essentially spiritual. 
Even when David considered his earthly lot, he thought in spir itual terms. In Psalm 116:7 
he engages in a dialogue with his soul: "Return unto thy rest, 0 my soul; for the LORD 
hath dealt bountifully with thee." David recognizes the difference here between his 
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material fate and the provision of God for his s p i r i t .  A  s u r f e i t  o f  g o o d n e s s  f o r  h i s  
s o u l ,  g i v e n  b y  G o d ,  induces repose; fulness of spirit generates peace. And there was 
method to this bounty of goodness: "Great peace have they which love thy law: and nothing 
shall offend them" (Psalm 119:165). We have already. seen the importance God gave to 
the Sabbath. But all the ten commandments are interwoven and integral, revolving a r o u n d  
t h e  c o m m a n d .  t o  l o v e  t h e  L O R D  t o  t h e  l i m i t s  o f  o u r  potent ia l .  The consequence 
of  lov ing and obeying the law is  repose: again it is a gift of God and a consequence of 
our love for Him and his unfailing goodness. The laws were conceived by God as making 
the Israelites holy and closer to Him. Jones will use essentially the same strategy 3000 years 
later, substituting laws of ornament for spir itual  laws to generate a surfeit of v isual  
informat ion in order  to  induce the spir i tual  state  of  repose. 
Essentially David thought of repose in terms of the LORD. God's peace was engraved in the 
minds of the devout as a holy state of being, sanctified by the sabbath and woven into 
the yearly ritual of life. As we have seen, the patterns of Jewish life revolved around the 
concept of repose as divine. Thus David states in Psalm 132:8 "Arise, 0 LORD, into thy rest; 
thou, and the ark of my strength." What distinguishes the act of creation i s  n o t  t h e  
m a k i n g  b u t  t h e  h a l l o w e d  r e p o s e  w h i c h  w a s  t h e  consequence of creation. Activity has 
not the same value for the ancients as repose. How true this is can be seen in 1 Chronicles 
22:8 -10 where D av id  re lates  to  So lomon h is  so n why Go d has  refused David's desire to 
build. God a temple. God tells David: "Behold, a son shall be born unto thee, who shall be a 
man of rest; and I will give him rest from all his enemies round about: f o r  h i s  n a m e  s h a l l  
b e  S o l o m o n ,  a n d  I  w i l l  g i v e  p e a c e  a n d  q u ie t ne s s  u n t o  I s r ae l  i n  h i s  d ay s ."  T h i s  
c h a p te r  i s  q u i t e  revealing of David's relationship to the Temple of Solomon, as it i s  
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ev ident ly  Dav id who made  the major  preparat io ns fo r  the  temple, and in 1 Chronicles 
28:11 it is David who gives Solomon the "pattern of the porch, and of the houses thereof, 
and of the treasuries thereof, and of the upper chambers thereof, and of the inner parlors 
thereof, and of the place of the mercy seat." And the ins ights  which  D avid had on the 
subject  of  repose  were  conventional: for we read at the end of the Old Testament in the 
book of Zephaniah 3:17 of the special place God reserved for his repose: it was a peace 
grounded in love, the subject of the New Testament.  Zephaniah writes that "The LORD 
thy God in the midst of thee is mighty; he will save, he will rejoice over thee with Jo y ;  h e  
w i l l  r es t  i n  h i s  lo v e ,  h e  w i l l  jo y  o v e r  t h ee  w i t h  singing." Repose is therefore 
couched in the most potent and powerful of realities: love. 
For what could be more powerful than the love God has for his creation, for mankind 
and nature? What could be more essentially Christian than the love that His son, Jesus 
Christ, had for Jews and Gentiles alike? "Come unto me," Jesus says in Matthew 11:28-29, 
"all ye that labor and are heavy ladened, and I will  give you rest. Take my yoke upon you, 
and learn of me; for I am meek and lowly in heart: and ye shall find rest unto your souls." 
These words, given especial dignity in Handel's Messiah, hold a  key  to  the future of  
repose:  here Chr ist  reveals  His  div inity  as  he assumes the burden of  repose for  His  
Father,  reaching out with compassion to all mankind. Repose must become again, as it was 
in former times, more than an aesthetic. Repose m ust  rec apt ure  i n  ar c h i tect ure  i t s  
essent ia l  s p i r i t ua l i ty .  Architecture,  as in the Temple of Solomon, is  more than mere 
philosophical concepts; and it is the function of ornament in a r c h i t e c t u r e  t o  r e s t o r e  
t h e  s p i r i t u a l  b a s i s  o f  t h e  a r t .  Conventional laws of ornament must be grounded in the 
higher laws of the spir it  and in the wisdom of God. Repose has precisely this basis in 
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the super-natural, in the divine compassion of Love. We can no longer afford the 
atheisms of Modernism, of materialistic structure stripped of anagogical reality. Science 
and technology are no alternative to truth and the life of the soul. For a building to be 
humane, it needs a spiritual program: this is precisely what ornament offers to architecture. 
But the tragic story of the de-spiritualization of repose needs to be told before we can be 
certain of remedies for the future. Repo se  m ust  hav e  had a  lo ng  h is tory  o f  engagem ents  
as  the  essential aesthetic in the fine arts since its employment in the Temple o f  S o l o m o n ,  
a s  i t  h a s  b e e n  f u n d a m e n t a l  t o  b o t h  t h e  o r g a n i c  a n d  mechanical periods in art from 
prehistoric times. Both Egypt and Greece were committed to repose in the fine arts, and the 
interpenetration of the arts was more prevalent then than today. As a primary 
constituent of organic architecture, repose may be seen in the Gothic cathedrals devoted 
to the cause of bringing heaven to earth: st i l l  a heavenly aesthetic. But in the 
revolution of thought which characterizes the seventeenth century,  repose became 
more of a mechanical  analogy,  a conventional rule .  Repose as a formal aesthetic had 
its  origins in t h e o r i e s  o f  p a i n t i n g  t h e  B a r o q u e  p e r i o d .  I n  t h e  p o e t  D r y d e n ' s  
translation of Dufresnoy's Art of Painting in 1695, he wrote that "after great lights there must be 
great shadows which we call Reposes; because i n  R e a l i t y  t h e  s i g h t  w o u l d  b e  t i r e d ,  i f  
i t  w e r e  a t t r a c t e d  b y  a  continuity of glittering objects. The Lights may serve as a Repose 
to the Darks, and the Darks to the Lights."8  Thus repose became a formal rule,  an aesthetic 
where once it  had been divine. The path towards modernism was established, and the 
despiritualization of repose began, to  end with  the  v i rtua l  e l im inat io n  o f  repo se  as  an  
aesthet ic  o f  ornament, and the elimination of decoration almost savagely. 
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But Dryden was aware, as was Jones more than 150 years later, that the juxtaposition 
of contrasts so that the mind's eye might find refuge from satiation in the sensations of its 
complementary opposite was conducive to repose. Moreover, Dryden must have been 
influenced by Descartes transcendentalization of God, and thus appeals to repose as a 
means of transforming one's imagination rather than chastising one's soul: "I have 
said...that both Poetry and Painting were upheld by the strength of Imagination. Now 
there is nothing which warms it more than Repose  and so l i tude." 9 Th is  af f i rms the 
ado pt io n of  repose by  the world of cultural thought as opposed to its heretofore 
prominence as an aesthetic of nature and God. To this time can be traced the crisis of 
thought in the theology and faith of religion, much like the one which affects science 
today. The scepticism of belief is more purely Modern, and not shared by the moderns of 
the nineteenth century such as Pugin, Butterfield, Ruskin and Jones as representatives of 
their age together with Mill and Arnold. Jones believed very much, we are lead to 
assume, in the Creator. Furthermore, the cultural analogy for repose is mechanical and 
scientific:  repose is not God given, but God the mechanic gives it to imagination, 
str ipped of the mystery of spir it  and hal lowedness.  Now the painter can provide the 
state of mind by following a formal process: it  is  no longer a bequest from God. Thus the 
interest in sensat ions which the moderns have, and their consequent rejection of 
iconography and subject in  art  m ay  be  t raced to  the  e ighteenth  century ’s  theo ry  o f  
pa int ing .  Repo se has  becom e o bject i f ied:  i t  i s  now a pro duct;  the  magic  has gone. 
During the Neoclass ical  per iod,  the painter  Wi l l iam Hogarth placed more value on 
the psychological characteristics, thus broadening the role of science in the aesthetic, 
when he wrote: "Let breadth of shade be introduced how it will, it always gives great 
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repose to the eye as on the contrary, when lights and shades in a composition are 
scattered about in little spots, the eye is constantly disturbed, and t h e  m i n d  i s  
u n e a s y . " 10 I t  i s  i m p o r t a n t  t o  n o t e  t w o  a s p e c t s  o f  Hogarth's discussion of repose 
here: first, that repose is considered as "great", and however much the aesthetic has become 
anthropomorphic, it stil l retains some of its sublime quality; and second, that Hogarth 
hedges close to nineteenth-century ground and the science of physiology, i n  hi s  af f i rmat io n 
of  the ro le  of  the eye in generat ing  repose.  Certainly, Hogarth's serpentine line of 
beauty would have much to do with initiating the aesthetic, But his emphasis on the 
uneasiness of the "mind" is quite in keeping with the Baroque revolution with respect to the 
humanizing of repose. And. there is still in Hogarth the Baroque belief that repose can be 
induced by formal means and conventional laws of art. 
Toward the end of the century, the painter and aesthetician, Joshua Reynolds, offered 
this advice in his Discourses with respect to the compositionally generated repose and 
ornament in 1778: 
In a composition, when the objects are scattered 
and divided into many equal parts, the eye is perplexed and fatigued, from not knowing 
where to rest, where 
to find the principal action. or which is the principal figure; fur where all are making equal 
pretentious 
to notice, all are in equal danger of neglect. The expression which is used very often on 
these occasions is, the piece wants repose; a word which perfectly expresses the relief of mind 
from state of hurry and 
anxiety which it suffers, when looking at a work of this character...the same moderation must 
be observed in regard to ornaments; nothing will contribute more to destroy repose than 
profusion , of what ever kind, whether it consists in the multiplicity of objects, 
or in the variety and brightness of colours.11  
 
The advance in Reynolds' thinking about repose over Hogarth's should be stressed. 
Repose, for Reynolds, deals not only with the mind, but in the "relief" the mind feels in 
the absence of confusion, stress and business. Eye and mind were therefore intimately 
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related: the concept of repose offered by Reynolds is psychological and proto-physiological. 
Thus the eye is "perplexed" and given to "anxiety" where restlessness of the picture surface 
obtained, Reynolds' sense of due "moderation" of the canvas he applied to ornament: but 
with disastrous results for the future of ornament in the nineteenth century, For Jones and 
the circle of reformers around Cole were to seize upon this very criterion as a critical 
crutch for their attack on French three-dimensional ornament, and set the wheel in motion 
for the elimination of ornament altogether by Loos and the International Style architects. 
Reynolds also attacked bright ornamental color and the natural tendency of ornament 
towards profusion by appealing to the so-called higher, fine art of painting. But 
ornament is beholden to no art other than itself. Why should the dictates of painting 
subordinate ornament to principles of design which are  ext r ins ic  to  i t?  "Pro fus io n"  in 
ornament does  no t  destroy  repose: complexity abets that repose. Ornament is not 
painting, and the formal laws of the latter hardly apply to the conventional laws of  
ornament. 
But  Jones fe l l  into  the trap la id by  Reynolds ,  a l though he salvaged ornamental color 
from the formal prejudices of the President of the Royal Academy. The increasing scientization 
of repose is also to be n o t i c e d :  p s y c h o l o g y  r e p l a c e s  t h e o l o g y  a s  i n s p i r a t i o n ,  
a n d  rationalization o f  e f f e c t  t a k e s  t h e  p l a c e  o f  d i v i n e  r e f l e c t i o n .  P a i n t i n g  r e p l a c e s  
a r c h i t e c t u r e  a s  t h e  p r i n c i p a l  c o n c e r n  f o r  t h e  conventions of repose. The mysticism 
of repose is lost  to matter of f a c t  c a n o n s  o f  d e s i g n :  a  t r a n s c e n d e n t a l  G o d  b e c o m e s  
t h e  G o d  i n  abstentia, yielding His hallowed place to human artifice. Gone from the r e a l m  o f  
r e p o s e  i s  a n y  s e n s e  o f  n a t u r e :  t h o u g h  f o r t u n a t e l y  t h e  nineteenth-century critics 
were to restore nature's place in the schema of repose. The damage done by Reynolds was 
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enormous. The greater the definitional bound of repose, the more apt repose was to fall 
into the banal. To have associated ornament with this catastrophe signaled the end of the 
anagogical role of ornament: it too must be scientificized, r a t i o n a l i z e d  a n d  d i s c i p l i n e d  
b y  f a l s e  c r i t e r i a .  T h i s  a t t e m p t  b y  Reynolds was strongly resisted by the revolutionary 
Romantic, William Blake. 
 
Repose and Blake's "Jerusalem" 
"This man [Reynolds) was Hired to Depress Art":  thus begins Blake in his 
"Annotations to Sir Joshua Reynolds's Discourses" of 1808. It was Reynolds' observation 
that "The regular progress of cultivated l i fe  i s  f rom  necessar ies  to  accomo dat io ns,  
f ro m accomm o dat io ns  to  o r n a m e n t s "  t o  wh i c h  B l a k e  o b j e c t e d  s o  s t r e n u o u s l y ,  
a r g u i n g  t h a t  cultivated life existed first and that ornament was essential to that l ife, not 
a luxury (Blake, Complete Writings, 448). I  opened Chapter One of this book with Blake's 
refutation of Reynolds on this score, so unusual is Blake's insight for the future of ornament, 
"Satan took away Ornament First". What an indictment of aethistic Modernism by one who 
knew the s ignif icance of  "Ornament"  for  a l l  of  humanity!  B lake real ized completely 
the relationship of the ornament to its host: "he who wishes to see a Vision, a perfect Whole, 
Must see it in its Minute Particulars, Organized" ("Jerusalem", ch. 4, 738), Ornament is the 
particular, the detail, the microcosm of the general form it adorns. 
The banishment of ornament after W.W. I was a blow struck for tyranny: "Empire 
follows Art" and the arts and sciences are our only safe-guard against tyranny (Blake, 
"Annotations", 445).  Witness the supress ion of  the arts  under Stal in  and Hit ler  
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between the Wars.  B lake 's  ins ights  abo ut  ar t  and o rnam ent  a l so  ant ic ipated the  
no w infamous essay  by  Adolph Loos on "Ornament and Cr ime" when he has  Albion, 
the recalcitrant anti-hero of "Jerusalem", say:, "All these o r n a m e n t s  a r e  c r i m e s ,  
t h e y  a r e  m a d e  b y  t h e  l a b o u r s /  o f  l o v e s "  ("Jerusalem", ch. 2, 652). Thus the criminal 
Albion, forever seeking the  destruct io n o f  Jerusa lem  everywhere ,  perce ives  the  
essent ia l  goodness of ornament as evil. His is a warped perception; but were not the 
perceptions of twentieth-century architects also warped and twisted in their condemnation 
of the single aspect of architecture most capable of generating repose? Repose is  
interwoven throughtout the text of "Jerusalem", and appears first in the frontispiece; I 
hope it will not b e  a n  i n j u s t i c e  t o  B l a k e ' s  g r e a t e s t  p o e m  t o  t r a c e  t h i s  a e s t h e t i c  
throughout the 125 pages of his text. 
T o  m a k e  a n  o b v i o u s  d i s t i n c t i o n ,  B l a k e ' s  u s e  o f  r e p o s e  i n  "Jerusalem" is  
fundamental ly  poet ic ,  and not  r idden by  the fa lse  aesthetics of formal conventions 
dealing with painting which we have been analyzing thus far. There is in. Blake's useage, a 
return to the spiritual power of the word, He begins in the Preface: "There is a Void outside of 
Existence, which if enter'd into/ Englobes itself and becomes a Womb; such was Albion's 
Couch,/ A pleasant Shadow of Repose call'd Albion's lovely Land." At first sight, the use of 
repose here by Blake recalls Dryden's contrasts of light and shadow for repose; but note that 
Blake has qualified repose as "pleasant", something happy and Joyful. Early on in chapter 1 
of "Jerusalem" Blake mentions Vala, the mate of Luvah, one of the four universal  spir its 
in al l  men, as a "Shadow" ("Jerusalem", ch. 1, 631: see also "Vala or the Four Zoas"). 
Obviously t h i s  i s  n o t  t h e  s h a d o w  o f  p a i n t e r l y  c a n v a s ,  b u t  s o m e  s p i r i t u a l  
attribute, "a shade of sweet repose";  furthermore, the emphasis is upon "sweet repose" 
 211 
utterly different from the "long and cold repose" of sleeping Albion ("Jerusalem, ch. 1, 
635). Repose thus has different states of being for Blake: pleasant, sweet or cold, even 
dismal. It is important to resist psychological interpretations here; Blake discusses poetic 
feelings not clinical emotions, and we must remember that repose has possibly an even longer 
tradition in poetry than in the fine arts. Later on in chapter one, when Jerusalem confronts 
Albion her father, repose is evoked again in ways which recall David's Psalms: "He [Albion] felt 
that Love and Pity are the same, a soft repose,/ Inward complacency of Soul, a Self-
annihilation." (“Jerusalem,” 646). How wonderful to describe repose as "soft"; surely this 
is the spirit speaking in terms of the Old Testament Zephaniah who describes, to repeat, God 
resting in His love. Blake is ever sure of the spiritual meaning of repose; sure, that is, of 
the fullness of the human spirit in which dwells our LORD. "Soft." is an adjective Blake 
will use again in Chapter Two: "Here Jerusalem and Vala were hid in soft, slumberous 
repose." Repose thus has texture as well a s  f e e l i n g ,  a n d  t h e  r e f r e s h m e n t  o f  r e p o s e  
i s  h i n t e d  a t  i n  t h e  descripitive "slumberous". 
T h u s  f a r ,  B l a k e  i s  n e v e r  f a r  f r o m  O l d  Testament conventions with respect to 
repose; he has respiritualized the meaning. As Pascal observes in his Pensées, "The same 
meaning changes with the words which express it. Meanings receive their dignity from words 
instead of giving it to them" (Pascal, Pensées, §50, 12). Blake has therefore dignified the 
meaning of repose by adding to the store of its meanings in ways consonant with the ancient 
Biblical sacredness of the word. There are, furthermore, several attempts by Blake to wed 
the word repose to that of ornament. Albion's sons, reprobates all,  defy Los the Creator, 
who yearns for the salvation of Albion, and "In stern defiance...they bore him a golden couch into the 
porch/ And on the Couch repos'd his limbs trembling" ("Jerusalem", ch. 2, 658), The couch is an 
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emblem for repose, and itself a very special ornament. With Albion's death in chapter 2, we 
read: 
Shudder riot, but Write, and the hand of God will assist you! Therefore I write Albion's last 
words: 
"Hope is banish'd from me." 
These were his last words; and the merciful 
Saviour in his arms 
Receiv'd him, in the arms of tender mercy, and repos'd. 
The pale limbs of his Eternal Individuality 
Upon the Rock of Ages. Then, surrounded with a Cloud, 
In silence the Divine Lord builded with immortal labour, 
Of gold and Jewels, a sublime Ornament, a Couch of repose 
With Sixteen pillars, canopied with emblems and written verse, Spiritual verse, order'd and 
measur'd: 
 
Blake so fuses ornament' and repose that they become one and the same thing: only the 
LORD could fashion such a sublime ornament, is hybrid with His favourite and hallowed 
repose. It was a favorite image of Blake's. He would use it again in chapter 4: "Surrey 
and. Sussex are Enitharmon's Chamber/ Where I will build her a Couch of repose, and my 
pillars/ Shall surround her in beautiful labyrinths" ("Jerusalem", ch. 4, 727). Blake is sensitive 
also to the close connection between verse and ornament,  for in "Vala or  the Four Zoas" 
he writes of  "golden letters ornamented with sweet labours of Love" ("Val a", Night 
the Seventh, 340). Thus the "spiritual verse" on the canopy of Albion's couch may be 
considered ornament in the same way that Islamic script in their decoration is ornament. It is 
of great significance for ornament that the host in this passage is repose: spiritual and material 
meld in symbiosis in the hands of the divine Creator.  
There is another image of Blake's in which the material ornament "the Couch of Death" 
and "again he repos'd/ In the Saviour's arms, in the arms of tender mercy and loving/ 
kindness" ("Vala or the Four Zoas", Night the Eighth, 341). The arms of Christ or the breast of 
woman are proper places for repose. Blake considers the breast an ornament: "Thy Bo som  
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whi te ,  t rans lucent ,  co ver 'd  wi th  immo rta l  gem s,/  A  subl im e ornament not obscuring 
the outlines of beauty,/ Terrible to behold for thy extreme beauty and perfection;" 
("Jerusalem", ch. 4,  731).  And Blake has kept alive at the end of the poem the essential 
mystery of R e p o s e  m e d i a t i n g  b e t w e e n  L o v e  a n d  D e a t h :  " — a l l /  H u m a n  F o r m s  
i d e n t i f i e d ,  l i v i n g ,  g o i n g  f o r t h  a n d  r e t u r n i n g  w e a r i e d /  I n t o  t h e  Planetary lives of 
Years, Months, Days and Hours; reposing,/ And then Awakening into his Bosom in the Life 
of Immortality" ("Jerusalem", ch, 4, 747). Finally, man or woman could be the host of 
another's repose: ""Art thou Vala?" replied Albion, "imge of my repose!" ("Jerusalem, ch. 2, 
660); and again, "Repose on me till the morning of the Grave. I am thy life" ("Jerusalem", 
ch. 3, 665). Ornament, for the human body is an ornament, and repose are thus united: the 
spiritual triumphs in the material and the material is elevated by the spiritual. 
Whether sweet, pleasant, soft, cold, l or dread, repose as a state of being is resolutely 
linked by Blake to the divine. But Blake stood outside the main currents of thought of his 
time. As Kornwolf has pointed out, his was the revolution of the counter-culture. His enemy 
Reynolds had the advantage of the main-stream, and Reynolds' advocacy of t h e  
s i m p l i f i c a t i o n  o f  o r n a m e n t  t h e  l u x u r y  w a s  t o  b e  t e l l i n g  i n  nineteenth-century 
ideology. Blake restores to repose its Bibl ical  s ignif icance and i ts  archaic  poet ic  
value.  Whi le  his  ins ights  had l itt le impact on the nineteenth century,  they are 
especial ly val id today. After all, Blake wrote for the future, not for his own age. His 
melding of ornament and repose points out the efficacy of ornament as a vehicle for a true aesthetic 
in the arts, an aesthetic with its basis in the supernatural needed to revitalize our arts and sciences 
today. 
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Repose and the Gothic Revival 
It is within the mil ieu  of the Gothic Revival that Jones developed his theory of repose. 
While the High Victorian Gothic had proponents who obviously considered repose in their 
designs, only the younger Pugin and Ruskin theorized about the aesthetic. But 
Butterfield cannot be excluded from consideration because he refused to theorize. His 
buildings are remarkable testaments to the sublime power of repose and born out of 
deep faith in God. His integral ornament, anticipating Frank Lloyd Wright, provides the 
stimulus for repose in his architecture. At A l l  Sa ints ,  Margaret  Street ,  Lo ndo n of  1849-
59  Butter f ie ld  striates his walls with horizontal chevrons in black brick and provides 
repose from, the insistent verticality of the structure. These patterns  are  anagogic ,  g iv ing 
meaning and a spir itual  dimension to the building which becomes architecture because of 
its presence. The ornament defines the surface of the structure, and seemingly coming 
from no-where, it col l ides with adjacent walls  and departs for destinat ions unknown, 
so much does i t  possess a life of its own. Within the church, three-dimensional 
ornament is provided as a p o i n t  o f  repose for the t w o - d i m e n s i o n a l  patterning set 
within the spandrils of the arches. The pulpit is t h e  u n d o u b t e d  f o c u s  f o r  t h i s  
r e p o s e :  i t  i s  s e v e r e l y  three-dimensional with miniature foliated capitols contrasting 
with the f lat  in la id stone in a str ict  geometr ical  pattern.  Repose is obtained by the 
contrast of two- and three-dimensional ornament, and by areas of complexity juxtaposed to 
passages of simplicity. The same strategy is also at work in the Chapel of Keble College, 
Oxford of 1873-76 but here with greater maturity and sureness of the visual  objectives.  
High on the exterior, near the roof-line, Butterfield employs a tight diaper in white brick 
and in the gable of the crossing, another diaper which is looser and ornamented in the void 
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with blue crosses. The richer palette of the exterior employing tapestry red brick with white 
and a blue-black brick for the ornament, as well  as a r icher agenda of ornaments are all 
factors conducive to repose. Again, t h e  i n t e r i o r  i s  a  t o u r - d e - f o r c e  a n d  r e a l l y  t o o  
c o m p l e x  t o  d e s c r i b e :  t h e  r e p o s e  n e e d s  t o  h e  e x p e r i e n c e d .  T h e  c h e v r o n  patterns 
from the exterior are brought inside and placed on the apse wall in an emblematic way with 
the same richness of the red, white and blue of the exterior.  The bl ind arcade of the left 
w a l l  i n  t h e  i n t e r i o r  i s  p a r t i c u l a r i l y  b e a u t i f u l ,  w i t h  t h e  f l a t n e s s  o f  t h e  s t r i a t e d  
b a n d s  o f  c h e v r o n s ,  f l e u r - d e - l y s  a n d  q u a t r e f o i l s ,  c o n t r a s t i n g  w i t h  t h e  three-
dimensionality of the arcade arches and columns. The real point of repose occurs in the 
horizontal contrast between the striated flat-patterns and a course of three-dimensional 
foliage w h i c h  c r o w n s  t h e  b l i n d  a r c a d e .  W h i l e  t h e  p u l p i t  i s  n o t  a s  successful as that of 
All Saints, Margaret Street, it too has its sense of peace and calm in the way it  has been 
reduced to a m i n i a t ur e  b u i l d i n g ,  a l iv e  w i th  tw o  re g i s te rs  o f  m in i a t u re  co lo nettes,  
the  b lackness  o f  which  is  a  fo i l  to  the g i lded panels. Repose in Butterfield's architecture 
is intimately bound with the issue of revived faith and is conducive to the idea of a God granted 
peace and a oneness with the Holy Spirit. 
It was really Pugin who initiated the Gothic revival, but his revival of Catholicism narrowed. 
his support for commissions, a l tho ugh he s t i l l  m ana ged to  bui ld  a  great  dea l  befo re  h is  
untimely and tragic death in 1852. For Pugin the issue of repose was bound more t ightly to 
the decorat ive arts, 12 and indeed the greatness of Pugin rests in his ornament and 
decoration more than in his conventional churches. As an organicist, Pugin was p r i m a r i ly  
c o nc e r ne d  w it h  e r ec t i n g  a  s c a f f o l d  o f  r u l es  fo r  ornament and architecture,  most  of 
which wi l l  pass into the t h e o r y  o f  o r n a m e n t  o f  J o n e s .  B u t  i t  i s  J o n e s  w h o  i s  m o r e  
 216 
sensitive than Pugin to the issue of repose, despite Pugin's deep and abiding Christianity. 
Unlike Jones, who takes a world view of ornament, Pugin remains tied to the Gothic 
world which he tried to recapture through the realism of his art, through the m o ra l  
m ater ia l i ty  o f  h i s  des ign,  rather  than revea l ing  the  essence and spirituality of the 
architecture through its repose. 
R u s k i n ,  w h o  w a s  o t h e r w i s e  v e r y  i n d e b t e d  t o  P u g i n ,  developed a sense of 
repose and used repose as a critical canon by which to judge architecture. Ruskin 
develops in his Seven Lamps of Architecture a general law of ornament and repose: "not 
to decorate things belonging to purposes of active and occupied life. Wherever  you can 
rest ,  there decorate;  where rest  is  forbidden, so is  beauty. Y o u  m u s t  n o t  m i x  
o r n a m e n t  w i t h  business, any more than you may mix play. Work first, and then r e s t .  
W o r k  f i r s t  a n d  t h e n  g a z e ,  b u t  d o  n o t  u s e  g o l d e n  ploughshares,  nor  bind 
ledgers in enamel."13 Ornament thus generates repose through its beauty. But for 
Ruskin, there are structures which should never be decorated: "there never was more f lagrant  
nor impert inent fo l ly  than the smallest  portion of  ornament in anything concerned with 
railroads or near them."14  R u sk i n  t h e re fo re  t ho u g h t  t h at  a c t i v i ty  wa s  re l at e d to  t h e  
function of labor and that the working life necessarily excluded the aesthetic awareness be 
appreciated. Repose was evidently a time when the imagination ruled the senses, when 
memory could reflect in peace, when the eyes truly had time to gaze. But this is a 
dangerous theory: why should the places of business and travel remain undecorated 
because, presumably, unappreciated. Only in a world of ornament in abundance could we 
afford to pay attention to Ruskin here: in a world stripped of ornament it is important to call 
for ornament everywhere, for it is needed everywhere. Cannot there be moments of repose 
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during the week of work;  should ornament and repose be only  reserved for  the 
sabbath? Cannot we imbue the spirit of the sabbath in every day of the week? Christianity is 
not a week-end religion; nor should ornament and its repose be limited to times of rest only. 
Cannot we also plough with a steel plough ornamented with gold? 
Only when we perceive the error of Ruskin's theory of r e p o s e  c a n  w e  u n d e r s t a n d  
h i s  s e n s e l e s s  b a n i s h m e n t  o f  t h e  o r n a m e n t s  o f  t h e  G r a e c o - R o m a n  t r a d i t i o n  i n  
t h e  “ L a m p  o f  B e a u t y ” . Only when we appreciate Ruskin’s valuation of architecture as 
adorned by ornament will Modern building live again as architecture. For whatever the 
mistakes of Ruskin, he does not fall  into the Victorian penchant for half-truths. His 
greatest contribution to the nineteenth-century understanding of repose a l s o  o c c u r s  i n  
t h e  " L a m p  o f  B e a u t y "  w h e n  h e  i s o l a t e s  t h e  "conditions of probable repose". He writes 
that "The question of greatest external or internal decoration depends entirely- on the 
conditions of probable repose. It was a wise feeling which-made the streets of Venice so 
rich in external ornament, for there is no couch of rest like the gondola."15  It was also in his 
Stones  of Venice when he came closest to Blake's understanding of repose when he observed 
the "saintly and severe" character of repose.16  But Ruskin was sensitive not only to the close 
connection between ornament and repose, he was also sensitive to repose in the lives of 
people,  especially his students at Oxford. In Lecture I of the Arata Pentelici he writes that 
"we shall now be led into the examinat ion of  technical  detai ls ,  or  abstract  condit ions 
of  sentiment; so that the hours you spend with me may be times of repose from heavier 
thoughts."17  Repose for Ruskin is not only t h e r e f o r e  a  q u e s t i o n  o f  a e s t h e t i c  
f e e l i n g  o r  " a b s t r a c t  sent im ent",  i t  i s  a l so  a  qua l i ty  o f  the  m ind,  a  peace  f ro m 
difficult mental problems, a rest from abstract mental turmoil. Repose is to be shared 
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among humans as Blake recognized in his "Jerusalem" half a century earlier. Another 
human being can be the "image" of our repose, a refuge from the cares of life, a source 
of especial joy. Feeling and mind become fused through repose; we  surrender  to  the  
com pleteness  and integr i ty  o f  humanity: the life of the spirit. It is no accident of Ruskin's 
earlier commitment to the Gothic Revival that his lectures on sculpture in 1870 end with 
an appreciation of Greek art; both styles were committed to repose and to organology: 
The Greeks have been thus the origin not only of all broad, mighty, and calm conception, but 
of all that is divided, delicate, and tremulous; "variable as the shade, by the light quivering 
aspen made." To them, as first leaders of ornamental design, belongs, of right, the praise of 
glistenings of gold, piercings in ivory, stainings in purple, burnishings in dark blue steel: of the 
fantasy of the Arabian roof --quartering of the Christian shield,-- rubric and arabesque of 
Christian scripture; in fine, all enlargement, and all diminution of adorning thought, from the 
temple to the toy, and from the mountainous pillars of Agrigentum to the last fineness of 
fretwork in the Pisan Chapel of the Thorn. And in their doing all this, they stand as masters of 
human order and justice, subduing the animal nature guided by the spiritual one... 18 
 
The calm of repose is essentially a spiritual one for Ruskin and the Gothic Revival. This 
was a magnificent inheritance to pass on to Jones, who further elaborates upon the ideal. 
Owen Jones, Science and Repose 
But there are problems with Jones's understanding of the ideal of repose despite the 
favorable climate of opinion around him. Had he turned to Ruskin as did Morris later, he 
would have been more surely guided. Instead, Jones turned to a friend George Fie ld for  
inspiration, and Fie ld's inf luence would scientize Jones's conceptions of repose more 
completely than the eighteenth c e n t u r y  h a d  d o n e  t o  H o g a r t h  a n d  R e y n o l d s .  I n i t i a l l y ,  
w i t h  R u s k i n ,  r e p o s e  b e c a m e  a  c r i t i c a l  c a n o n  o f  a e s t h e t i c s ,  a n d  i n a p p r o p r ia te  
d e co r at io n  t h e  s u b jec t  o f  h i s  ce n s u re .  L a te r ,  Ruskin embraced more of a Blakian 
sense of repose, identifying i t s  e ss e nt i a l  s p i r i t u a l i t y  a n d  h um a n i ty .  F i e l d  h a d  
a n o t h e r  ins ight  abo ut  repose  which  inf luenced Jo nes 's  theory  and is  closer to the 
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advances in understanding in the Victorian physical sciences. Field wrote in his Analogical 
Philosophy of 1839 which was in Jones's library, that "every colour may be adopted and 
a d a p t e d  a s  a n  a r c h a e u s ,  k e y ,  o r  t o n i c ,  a c c o r d i n g  t o  t h e  expression of the subject, 
the use of the tonic in each art being to give repose which is essential to the gratification of 
its organ."19  The insight which maintains that repose is "essential to the gratification of its organ" 
points directly to the p s y c h o l o g i c a l  d i m e n s i o n  o f  r e p o s e  i n t i m a t e d  b y  t h e  
Neo-Classicists. Field accepts and elaborates further on the aesthetic concept of repose 
in its function of addressing the imagination by requiring of color and ornament its proper role 
of stimulating "the imagination and affections through the eye, as the chief organ of the 
mind."20  
Jones's theory of repose is best stated in Propositions 3 a n d  4  w h i c h  g o v e r n  t h e  
t h i r t y - t h r e e  o f  t h e  t h i r t y - s e v e n  proposit ions deal ing with conventional 
ornamental  form and color. How close he is to Field can be determined at a glance: 
“Proposition 3: As in Architecture, so all the works of the Decorative Arts should possess 
fitness, pro-portion, harmony, the result of all of which is repose.” 
and 
“Proposition 4: True beauty results from that repose which the mind feels when the eye, 
the intellect, and the affections, are satisfied from the absence of any want.” 
The first of the two propositions on repose ties the decorative arts to the same aesthetic 
standard as architecture, and defines the criteria of the decorative arts as "f itness, 
proportion, harmony" which are also the same criteria governing architecture. R e p o s e  i s  
s e e n  h e r e  a s  t h e  s i m p l e  c o n s e q u e n c e  o f  o b e y i n g  convent ional canons of  des ign 
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and aesthet ics .  But the two propositions on repose are meant to be taken together, and 
the novelty lies with the second of the two premises. Repose is here acknowledged as a 
mental phenomenon, but the twist is entirely towards the psychological. Jones, no doubt, 
meant a more purely formal satisfaction; nevertheless, he couched his language in terms of 
psychology by appealing to the "absence of any want." True, his conception of the mind is 
comprehensive, even Biblical. But no mention is made of the Spirit in repose, no mention either 
of the sacredness of its status in ancient times, His conception i s  a l l  m e n t a l  fe e l i n g .  
T h e re  i s  o n e  s pe c ia l  in s i g h t  he re ,  however; that true beauty results from repose. 
Repose is thus given a strategic role in generating beauty, whereas previously, beauty had 
generated repose. Beauty thus cannot exist without repose. 
Jones had another insight as well which is fundamentally o p t i c  i n  t h e  r e l a t i o n s h i p  o f  
c o l o r  t o  r e p o s e .  N o t  o n l y  psychology but also physics came under his scrutiny. In 18.53 he 
wrote that: "You may have large masses of pale blue, because the white  in the blue helps 
to give repose to the eye;  so you may have large masses of purple-red, as shade here 
gives the same repose."21 The Grammar  contains a subtler development of the theme. 
Propostition 22 states that "The various colours should be  so  b lended that  the  o bjects  
co lo red,  when v iewed at  a  distance, should present a neutralized bloom," In 1867 with 
his last  substantial publication on ornament,  Examples of Chinese Or name nt ,  . Jo nes  
ide nt i f ie d  t h is  b lo o m ,  o r  "ev en t i nt"  w i th  repo se :  “ re po se  i s  o b ta in ed by  ev en nes s  
o f  t in t”  (Ex amp les ,6 ) .  Thus the design could generate beauty at a distance, as well as 
close up (see, Grammar, "Ornament of Savage Tribes", 15). What needs to  be stressed is  
that  Jones combines the sc iences of  psychology and physics  to  buttress  the 
aesthet ics  of  repose.  Repose, in his hands, becomes truly scientized. 
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I t  i s  no t  a l to ge t he r  su r p r i s i n g  to  f i n d  a  n ew  H i g h  V i c t o r i a n  p s y c h o l o g y ,  
b a s e d  u p o n  J o n e s ' s  t y p e  o f  v i s u a l  sensibility in design, being proposed at the time the 
Grammar was being published. Alexander Bain, a psychologist, member of the J o h n  S t u a r t  
M i l l  c i r c l e ,  a n d  a  f r i e n d  o f  J o n e s ' s  f r i e n d ,  G.H. Lewes, published his Senses and the 
Intellect in 1855. This book ended the exclusive reign of associationist psychology in 
England which Pugin's emblematic and symbolic ornament had so a r t i s t i c a l l y  
e x p l o i t e d .  B a i n  i n t r o d u c e d  t h e  t h e o r y  o f  discrimination as a property of the 
intellect distinct and equal to  t h at  o f  a s so c i at i o n .  H e  h a d r eco u r se ,  i n  so  f o r wa r d i n g  
discrimination as a primary mental characteristic, to a lengthy analysis  of the mechanism 
of the eye, because in sight "the sensibilities of difference and agreement" are most 
pronounced. Bain's inductive analysis led him to classify repose as one of the six major 
appetites: “Under this head of Exercise and Repose, I might include the more active of our 
senses,  that is Touch, Hearing and Sight. These senses -  al l  embody muscular activity 
along with the sensation peculiar to each;  and the muscular a c t i v i t y ,  t o g e t h e r  w i t h  
t h e  t a c t i l e ,  a u d i t o r y  a n d  v i s u a l  sensations, lead to weariness of the parts, with a 
craving for rest."22  This  is  soc ia l  sc ience on the subject  of  Div ine Metaphysics. T h e re  i s  
n o  d iv i ne  C r ea to r  he re  h a l l o w i n g  t he  repose from labor; simply, repose is but another 
appetite to be exercised and indulged at whim. In defense of Bain, we must argue that he is 
expanding the understanding of the processes operative in the function of repose, 
Fundamentally, however, this is a step backwards for mankind; the truth learned by science 
is not the truth of Moses, David, Blake and Ruskin, What Bain's analysis lacks is a connection with 
the mysteries of the supernatural present in the Bible and in Blake. Science explains b u t  a  l im i t e d 
p o r t i o n  o f  t h e  t r ut h ,  a n d  d em y st i f ie s  t h e  spirituality present in the tradition of repose from 
the earliest times to the Gothic Revival and its outmoded memory conscious associationism. The 
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truth of repose does not reside in human beings; fundamentally, it rests in God. Repose is a 
metaphysical subject adapted by aesthetics for canons of critical taste. The absorption by the Baroque 
of the metaphysics of repose and its translation into an aesthetic was a revolution accomplished with a 
strong Christian transcendental tradition at hand. Aesthetics then could rely on a metaphysical 
foundation: the aesthetics of repose did not eliminate its essential spirituality. The damage 
done by materialist science in its psychological analysis  of repose was enormous: a selfish 
anthropomorphistic view of repose severed the link between God's gift to man and 
aesthetics.  This much needs to be pointed out. 
There are further issues at stake. The classification of repose as an appetite raises 
questions as to the mental desires and needs of repose, its relationship to the creative 
imagination and to higher states of consciousness, Yetnit cannot be denied that the 
aesthetic of repose proposed by Jones has its origins in the human structure of the mind. In 
this context,  the re lat ionship o f  ornament to  l i terature,  to  m us ic  and to  the history 
of style was taken further by the Victorian critic  Ralph Wornum who wrote of ornament being 
the mind’s necessity.23  Jones, in his essay on the “Ornament of Savage Tribes” in the 
Grammar, predicates the creation of ornament as the impress of the original individual mind 
on society. But Jones did not  spir i tual i ze  e ither  architecture or  ornament;  rather, he 
intellectualized repose in the context of emotional and sensual gratification. Evidently, 
human mentality is more important than divine spirituality; Jones's priorities are to be deplores 
given the history of repose as God given. 
The relationship of the mind to ornament, of ornament to repose, and the need for both 
ornament and repose as a prime requisite for the welfare of the individual and culture, 
were developed further  by  G.H.  Lewes,  physio logical  phi losopher ,  collaborator and 
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close friend of Jones. If Bain's revision of Brit ish psychology guaranteed for repose a 
newly discovered, legitimate status in Victorian psychology and aaethetics, he does not 
expla in  the  funct io n  o f  and em phas is  upo n sensat io n  in  Jones's conventionalizing 
theory and practice of ornament, Lewes attempts such an explanation in his Problems of Life and 
Mind by pointing out the physiological  processes of discrimination,  D i f f e r e n t  
s e n s a t i o n s ,  L e w e s  a r g u e d ,  h a v e  d i f f e r e n t  r e f l e x  actions. More importantly, Lewes 
attributed to sensation the primacy of its  real ity:  "all s e n t i e n t  a c t s  a r e  a c t s  o f  
P r e s e n t a t i o n  o r  o f  R e p r e s e n t a t i o n ,  u s u a l l y  c a l l e d  s e n s a t i o n  a n d  i d e a .   T h e  
g e r m a n s  d i s t i n g u i s h  t h e  d i r e c t l y  e x c i t e d  f e e l i n g  a s  ‘ t h e  f e e l i n g  i n  u s , ’  –
e m p f i n d u n g .  T h e  s e n s a t i o n ,  o r  P r e s e n t a t i o n  i s … c o n s i d e r e d  r e a l ,  b e c a u s e  i t  
h a s  o b j e c t i v e  r e a l i t y  ( r e s )  f o r  i t s  a n t e c e d e n t  s t i m u l u s . ” 24 J o n e s ’ s  t h e o r y  o f  
c o n v e n t i o n a l  d e c o r a t i v e  f i e l d  d e s i g n  e m p h a s i z e s  b o t h  t h e  o r n a m e n t a l  m o t i f  
a n d  i t s  c o l o r  a b s t r a c t i o n  a s  “ b l o o m ” :  s e n s a t i o n  r a t h e r  t h a n  s y m b o l ,  i s  t h e  
e s s e n t i a l  f e a t u r e  o f  h i s  d e s i g n .  T h e  abstractions of the ornamental motif which 
fragment into a decorative field replicate the sensations of sight. Repose is generated at the 
microcosmic, ornamental level, and by the macrocosm of the decorative field, Both the 
microcosm and the macrocosm are made up of sensations, the complexity of which nearly 
fatigue the eye, thus leading to a sense of repose. 
Jones made two advances over the real ist  emblematic design of Pugin, which 
transform the High Victorian Geometric style into the ornament of the Aesthetic 
Movement. First, he translated the functions of sight, as they appear physiologically to the mind's 
eye, into abstract designs which themselves imitates the physiological functions of sight. The 
decorative field portrayed the realistic, psychological, and physiological conditions of the beholder, 
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transposed from the function of the senses into the abstract structure of ornament in its decorative 
field. There is,  therefore,  a direct paral lel  between the function of sight and the ornament of 
the decorative field which itself imitates the physiological functions of the mind's eye. Secondly, 
Jones appropriated the realism of Pugin’s emblem with its attention to the materials and techniques of 
craft, and the realism of objective geometric design, and interiorized both as a realism of the higher 
faculty of sight. Jones thereby extended both the artistic and spiritual ground of ornament 
and decoration in architecture and the decorative arts, to include a realism in art  based 
upon the physiological psychology of s ight and its  mental relationship to the aesthetic of 
repose. 
Ornament in the decorative field, for Jones,  has its analogues in the scientific 
abstraction of sensational form and color  as  i t  re lates  to  the sensory funct ion of  the 
eye.  The relationship of abstract sensation to the faculty of sight and to the physiological and 
psychological functions of repose, speaks f u r t h e r  o f  a  s c ie n t i f i c  r ea l i sm  i n  a r t  ba s e d 
u p o n  na t u r a l  observation. Such observation generates a conventional theory of ornament 
accounting for the psychological, physiological and intellectual aspects of repose. Such a 
study is precisely the purpose of Goethe's Theory of Color  which Lewes, the British 
biographer of Goethe, may have brought to Jones's attention after the publication of the 
Grammar.  Goethe studied the fugit ive, optical sensations which result in the mind's eye 
after certain experimental visual stimulii. This study of the after-images of color brought 
about a greater awareness of the importance of se n s at io n  to  t he  i n t e l le ct u a l  
f u n c t io n s  o f  t h e  m i nd .  The translation of the physiological sensations of color and form 
into the decorative field corresponds directly with the desires for  repose of  the higher  
facult ies  of  the mind.  Through the sensationist decorative field, repose is able to 
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generate a transformation of consciousness necessary for the appreciation of truth and beauty. 
Jones's theory of repose represents a major achievement for the art of architecture in its 
synthesis of theory, practice and  aesthetic  intent. 
 
Repose and Matthew Arnold's Theory of Well-Being 
Jones's " c u l t i v a t i o n  o f  t h e  e y e " ,  w i t h  i t s  d i r e c t  parallels to Matthew Arnold's 
literary criticism based upon the cultivation and perfection of the best-self, clarifies the nature 
of the higher realism toward which he was striving both in his theory and his design. He 
recognized in mid-Victorian Britain, the "present disordered state" 25of the decorative arts, 
and the "little feeling which exists for art."26  To redress the balance, he found it "necessary 
for the refinement and happiness of mankind to develop the innate poetry of his nature 
by the cultivation of the eye."27 To that end, he reasoned by repeated analogies to music,  as 
we have already seen.  He writes that since "there is only one point on the string of the 
violin where a particular note required can be produced ... it is hardly too much to assert, 
that the eye is equally sensible with regard to f o rm " 28 a n d ,  we  m ig h t  a d d ,  to  co lo r .  
J o n es ,  a n t ic i p a t i n g  Arnold, inveighed against the Philistines who insisted, with the weight of 
relativism on their side, upon the validity of their intuitive judgments with respect to art. 
He maintained, rather, that "it is by study and cultivation alone that any approach 
toperfection can be reached."29  Arno ld  wo uld  later  c la im  in  Culture and Anarchy  that  
"perfect ion - -  as culture, from a thorough disinterested study of human nature and human 
experience learns to conceive it,  -- is a harmonious expansion of all  the po wers  wh ich  
m ake  the  bea uty  a nd wo rth  o f  hum a n nat u re ." 30  Jones, to recall, believed that repose 
would engender an appreciation of true beauty: thus repose is essential in Jones's view for cultural 
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perfection. There is, furthermore, a more subtle and essential parallel to be drawn 
between Arnold and Jones, which points to Jones's significance as both a theorist and a 
seminal figure of the Aesthetic Movement; but, above all, points to Jones's capacity for 
grasping with his theory of repose, an essential condition of human nature and experience. 
Jones's recognition of the value and function of repose paves the way for Arnold's insistence 
that "human perfection is an inward spiritual activity."31  Repose, with its history rooted in 
spirituality, and perceived by Jones as a mental necessity for appreciating truth and beauty, is thus 
related intimately to human perfectibility and culture. 
Arnold upholds the spiritual life as "having for its characters increased sweetness, increased 
light, increased life, increased sympathy.”
32  The spiritual affiliation of culture, and the ideal 
of human perfectibility to which it holds, is fundamental  to Culture and Anarchy .  
"Culture indefatigably tries," Arnold observes with moral emphasis,”...to draw ever nearer to a 
sense of what is indeed beautifully graceful and becoming."33  Repose is  essent ial  to  the 
genuine atmosphere which culture needs in order to sustain itself and grow: it is manifest 
in the "felicity" (p. 275) of spirit, in the "true grace and serenity" (p. 237) of mind. Both Arnold 
and Jones see repose as a mental quality related to the higher domain of the spirit. Arnold's 
spiritual insight on repose as serene grace is essential to an understanding of culture: "The 
human spirit is wider and the  m ost  pr ice less  o f  the  fo rces  which  bear  i t  o nward." 34 
Arnold's cultivation of the "best-self" is a true reflection o f  h i s  ins ight  into  m an h imse l f .  I t  i s  
a  cu l t iv at io n  which  reaches outwards from its inner individuality to embrace mankind 
properly as humanity. Therefore, Arnold stresses with Goethe that "man must live from within 
outwards" (quoted by Arnold, 160). But Goethe is only partially right in his emphasis. 
Repose is generated by outward stimulii coming inwards: from the reality of ornament to the 
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inner reality of the mind. Thus true perfection is a cultivation which also strives within 
towards the "sweetness and light" of the pure spirit. The "within" must be grounded in the 
serenity and grace of repose as the necessity of the mind; without, man must cultivate 
the best possible character he is capable of, perfecting himself that culture might be 
perfected. This is the only true hope for real democracy, as we shall see in the conclusion. 
Arnold's  theory  of  wel l -being is  predicated on the perfectibi l ity  of  the best-sel f .  
Through the cult ivat ion of  repose and the spiritual l ife, an essential transformation of 
being takes place. Being begins the metamorphosis into a state of becoming; perfection 
takes on an active and dynamic role. The product of the cultivation of the best-self is 
eupho r ia .  Th is  i s  a  s tate  o f  jo y  and sp i r i tua l  delight; a condition aroused by repose 
and sustained by truth. This metanoia is an intoxication of the spirit: it is the mental feeling 
one gets from the contemplation of ornament. As ornament is essential for the generation 
of repose, and repose essential for the mind and spirit, so ornament is essential for a 
healthy democratic culture.  The cultivation of the best self demands the cultivation of 
repose: repose: repose requires ornament as its antecedent st imulus. Ornament is thus 
essential  to euphoric metanoia,  essential not only to the well-being of the individual, but also 
essential for culture which seeks, as it must when it is healthy, for perfection and humanity. Thus 
ornament, culture and the life of the spirit are intimately related: inwardly, in terms of 
repose; outwardly, in terms of truth and beauty. The eye is i n d e e d  t h e  w i n d o w  o f  t h e  
s o u l :  J o n e s ' s  s t r e s s  u p o n  i t s  cultivation was his way of emphasizing the spiritual purpose of 
ornament, a purpose at once individual and social. Ornament is thus predicated upon well-being 
and the cultivation of spiritual perfection; its presence as the art of architecture guarantees a human 
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and wholesome democracy. As the res of repose, its reality stimulates the best in the humanity, the 
sense of individual and collective well-being essential to the health and vitality of civilization.
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Conclusion: Towards an Art of Architecture 
 
Ornament is quintessentially a human, visual language: it is the first of the human 
languages to deal with the reality of nature. From the earliest time, ornament dealt with 
reality in terms of symbols and cyphers, distilling the essence of primitive knowledge of the 
cosmos and terrestrial nature into pictographs of magical  and. mystical  s ignif icance. 
These ear ly ornaments were, furthermore, compounded into emblems and stories, so 
that t h e  l a n g u a g e  w a s  f r o m  t h e  b e g i n n i n g  h i g h l y  d i s c u r s i v e  a n d  literate. Ornament 
is therefore both analogical and anagogical, using visual metaphor and visual allegory to 
create intelligible statements  about  mankind and his  p lace in nature.  As  v isual '  
statement, ornament dealt with the mysteries of life and death, with the longing for 
permanence a m i d s t ;  c o n s t a n t  change, with the sense of renewal amidst decay, with 
cosmic eternity amidst the earthly temporality of the s e a s o n s .  Ornament was thus a 
highly articulate language before the invention of cuneiform and the hieroglyph, capable 
of expressing mankind's deepest thoughts. Ornament therefore honored architecture and 
the decorative arts w i th  t h e  t r a n sc e n de n t  id e a s  o f  t he  a g e ,  s p i r i t u a l i z i n g  i t s  
h o s t  by the mental  dignity of a precise and lucid order. As symbol,  ornament was not 
originally confounded by the materiality of a realist vision of l ife; rather, it was an 
i d e a l i s t  l a n g u a g e ,  not focusing on the thingness of itself, but pointing beyond itself to a 
literate truth. Thus ornament is, in its original essence, a transcendent language, of 
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i d e a l ,  v i s u a l  c o n t e n t :  i t  represents mankind's earliest attempt to link with the 
spiritual realm of the supernatural. 
Ornament is  more than the factualness of its  materialsymbol. Ii t  i s  the  o r ig ina l  
language  o f  m ank ind's  ear l iest  understanding of the reality of space. The symbol is 
always integrated into a spatial context: the figure of t h e  s y m b o l  n e e d s  t h e  g r o u n d  o f  
i t s  s p a c e  f o r  c l a r i t y ,  i n t e g r i t y  a n d  v i s u a l  coherence. Space is always present in the 
representation of the ornament; and, so much so, that the language of ornament becomes 
fundamentally the language of our understanding of space. This is  true even in black and 
white:  when color is  introduced to o r nam e nt ,  t he  re su l t s  are  m uch m o re  dr am at ic .  
Each co lo re d ground has a spatial dynamic, and color also introduces a sense of three-
dimensionality into the ornament whether the o r n a m e n t  i s  conceived as flat or as three-
dimensional. When colored, space takes on the quality of depth essential for an 
appreciation of its three-dimensionality, especially when the ground is colored blue,  the 
most precious of the primary colors.  In ornamental  des ign,  space can become what  i t  
usual ly  is  not  in  real i ty :  sacred, transcendent  and supernatural .  As  the context  of 
the other-worldness,  its uniqueness and its spiritual ity, Or, by means of ornamental 
color, space can also become materialized, substantial and palpable. Again, the unknowable 
becomes knowable by analogy and anagogue: the ornamental use of space therefore 
expands our knowledge of the universe through a select system of correspondances between our 
reality and the reality of ornament. But ornament also needs the real space of a building or 
o bject  in  which  to  ex is t .  The  l ineaments  o f  a  bu i ld ing ,  as  B l o o m e r  h a s  d i s c o v e r e d ,  
a r e  e s s e n t i a l  t o  t h e  l i f e  o f  t h e  deco rat ive  f ie ld  w hich  d is t r ibutes  the  o rnament .  
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Sens i t iv e  lineaments allow the necessary space for the decorative field to e x i s t :  
c o n v e r s e l y ,  t y r a n n i c a l  l i n e a m e n t s  i n  a r c h i t e c t u r e s u f f o c a t e  t h e  d e c o r a t i v e  
f i e l d  a n d  i t s  o r n a m e n t .  T h e  relationship of ornament to its architectural or object 
host is problematical. Whenever ornament has been valued by culture this re lat io nship was  never  
quest io ned.  Every  aspect  o f  Egypt ian a r c h i t e c t u r e ,  f o r  e x a m p l e ,  w a s  c o n s i d e r e d  
a p p r o p r i a t e  f o r  decoration by ornament. To disguise material by ornament was riot 
considered dishonest morally: the ornament and not the stone was princ ipal  for  Egypt ian 
convent ions,  With the Gothic Revival  theory of the younger Pugin,  the honesty of 
construct ion andm a t e r i a l s  h a s  b e c o m e  c a n l i o n i c a l  f o r  d e s i g n e r s  t o d a y  a s  
B r o l i n  h a s  po inted out  (F l ight  of  Fancy ,112-16) .  Ironically, a great ornamentor set the 
stage for the elimination of his favorite discipline: for, where materials are valued for their 
own sake, ornament must necessarily be limited at best, or dismissed as p a r a s i t i ca l  o f  
t h e  ho s t  a t  t he  wo r st .  B y  n i h i l i s t i c a l ly  a n d reduct iv e ly  l im it ing  arch i tecture  to  the  
p lay  o f  " l ight"  o n  " m a s s e s " ,  L e  C o r b u s i e r  c o u l d  s t a t e  t h a t  " t h e  t a s k  o f  t h e  
architect is to vitalize the surfaces which clothe these masses, but in such a way that these 
surfaces do not become parasitical, eat ing up the mass and absorbing i t  to their  own 
advantage" (Towar ds  a  New Ar c h i t ect ur e ,  3 7 ) .  Th ere  i s  a n  i nte re st in g  insight here: 
that ornament absorbs  sur faces  to  i t s  o wn a d v a n t a g e .  B a s i c a l l y ,  h o w e v e r ,  I  c a n n o t  
d i s a g r e e  w i t h  L e  Corbusier more: ornament can only be a parasite to Philistines w h o  
s p u r n  t h e  s p i r i t u a l  i n  a r c h i t e c t u r e .  B u t  t h i s  n o t i o n  persists in contemporary writing 
on the subject. In discussing Kant's [false] idea about ornament, Wigley writes of ornament 
as "an outsider that "always already' inhabits the inside as an intrinsic constituent" 
(Perspecta, 23, 160). Like ornament which i t  r e p r e s s e s ,  a e s t h e t i c s  t o o ,  a c c o r d i n g  
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t o  D e r r i d a  "v iolation by - a subversive a l ien,  a  foreign body that a lready inhabits the 
interior and cannot be expelled without destroying the  ho st"  (o p. c i t . ) .  I t  i s  the  an a lo gy  
that  i s  fa l se :  th at  o r n am ent  co u ld  be  co ns i dere d a  pa ras i te  p res um es  the  h ig her  
fu nct io n  of  structure or  space in architecture.  But  are  words the paras ites of the 
page? A r e  p r e c i o u s  j e w e l s  c o n s i d e r e d  parasites of the gold which contains them? 
Wigley speaks w i t h  m o r e  a u t h o r i t y  w h e n  h e  a s s e r t s  t h a t  " o r n a m e n t  i s  
e m b e d d e d  i n  t h e  s t r u c t u r e "  ( o p . c i t .  1 5 7 ) ;  a s  B l o o m e r  h a s  b e e n  a t  p a i n s  t o  
p o i n t  out, ornament is hybridistic rather than parasitical. Ornament is embedded in structure 
even when it is simply applied to the surface, as in Greek ornament; structure and 
ornament meld to create a new typology in which the structure becomes of secondary interest 
to the renewed clarity of the ornament. The nineteenth-century ideology of Jones tried to 
make ornament secondary to structure, but this was also a mistaken notion. It is a mistake 
to make language, any language, secondary to the host: words give d ign i ty  to  m eani ng s ;  
o rnam ent s  g iv e  ho no r  to  b ui ld in gs  o r  objects. Jesus was clear on this point: "by thy 
words thou shalt be Justified, and by thy words thou shalt be condemned" (Matthew 12: 37). 
Ornaments are the words of architecture. By the art of ornament building is transformed into 
architecture. As a visual language, ornament articulates structure and space in ways which 
neither pure structure nor space can of itself accomplish. Following the debacle of the 
International Style revolution, architects need to restore the lineaments of building which 
are co o perat iv e  w i t h  the  l an gu age  o f  o rn a m ent ,  O nly  t hen w i l l  building recover the 
art that is architecture; only then will ornament give dignity, honor and grace to structure 
and apace. The inheritance of history and culture are at stake. 
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A s  t h e  a r t  o f  a r c h i t e c t u r e  a n d  t h e  a r t  o f  d e s i g n ,  o r n a m e n t  i s  d e e p l y  
i n d e b t e d  t o  t h e  s c i e n c e s .  O r n a m e n t  h a s  continually updated its knowledge of popular 
science, reflecting civilization's increasing understanding of nature and the COSMOS. It has 
always been in a privileged position, from the earliest distillation of primitive knowledge 
into picture language to the more advanced representations of geometry during the 
Egyptian period. Three sciences are particularly essential for ornament; b o t a n y ,  
m a t h e m a t i c s  a n d  p h y s i c s .  T h e s e  a r e  t h e  f u n d a m e n t a l  building-blocks of 
Jones's ornament. To these sciences he added an astute translat ion into  ornament of  
c o n t e m p o r a r y  p h y s i o l o g y  w i t h  t h e  h e l p  a n d  i n f l u e n c e  o f  h i s  f r i e n d  G . H .  
L e w e s .  T h e  m a t h e m a t i c s ,  or geometry of the diaper or grid, are e s s e n t i a l  f o r  
the distr ibut ion of  o r n a m e n t  a n d  o r n a m e n t s  by the decorat ive  field. But 
mathematics also conditions the ornament itself and h e l p s  t o  r e l a t e  t h e  o r n a m e n t  
t o  i t s  d e c o r a t i v e  f i e l d .  H i s  k n o w l e d g e  o f  m a t h e m a t i c s  a l s o  c o n d i t i o n e d  h i s  
d e s i g n ,  a s  t h e  great precision of geometry led to a perfection of ornament and the  
deco rat iv e  f ie l d  wh ic h  d is t in gu is hes  i t  f ro m  the  ear ly  influence of Islamic ornament 
and decoration. The precision and perfection of Jones's designs is essentially Occidental; 
for, the o r n a m e n t  o f  I s l am  t y p ic a l ly  b u i l t  in  a c c i d e nt s  a n d  f la ws  a s  conventions into 
the design to humanize and h u m b l e  t h e  craftsm a n .    J ones was concerned with the 
machine and with the perfection of technology;  consequently,  his  designs a r e  
characterist ical ly  f l a wl e s s  i n  i nt e nt io n  t ho u g h  n o t  i n  ex ec u t io n  o f  t h e  d es i g n  
i t s e l f ;  t he re  ar e  n o  de l i b er a te  m is t ak es  i n  h i s  wo r k  w h i c h  wo uld  po int  o ut  a  
d e e p e r  i n d e b t e d n e s s  t o  I s lam ic  des i g n,  o n ly  t he  acc id ents  o f  the  ha nd .  Jo nes  
a l so  p i nne d h is  ho pe s  o n a  m o de rn o r nam e nt  o n t he  s c ie nce  o f  b o t a n y ,  a n d  t h i s  
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f a i t h  i n  s c i e n c e  i s  f u n d a m e n t a l l y  W e s t e r n .  Because more than half  of the 
images of ornament in the Grammar  derive from conventional interpretations of 
flowers and leaves, Jones’s faith in botany was historically well founded. From the earl iest  
t ime art ists h a v e  b e e n  d r a w n  t o  the beauty of f lowers and to the mystery of the 
leaf. Jones suggested expanding upon this repertoire of historical ornaments to include 
the popular but artistically  neglected flowers and leaves of the English countryside. His 
idea of modernism seems to have been new forms for old purposes: botany could provide 
the new ornaments he sought  in  God's nature.  Final ly,  Jones was committed to  the 
science of optics: he was a colorist of the first order, and read much of  the preva lent  
l i terature o n the s u b j e c t .  H e  w a s  a l so  a  dynamic colorist, exploring new color 
harmonies which were to anticipate the findings of later color theories. But science was not 
a n  end in itself for Jones; rather, he synthesized scientific ideas into the art of ornament, 
keeping abreast of the latest developments in these sciences in order to vitalize his 
d e s i g n .  Ornament  i s  an  I n t e g r a t i v e  s u b j e c t :  the  t e n d e n c y  o f  sc ience  to  
specialize is suppressed in ornamental design by the adjustment of c o m pe t i n g  c l a i m s  t h a t  
o n e  s c i e n c e  m i g h t  ha v e  i n  r e la t io n  to  another. O r n a m e n t  hybridizes science the 
way it hybridizes its host: i n  the end, the art of ornament dominates the science a n d  
technology of its means. 
Ornament also stands in the most intimate and d i r e c t  o f  relations to theory. Theory 
generates ornament: ornament generates theory. R a r e l y ,  i n  t h e  h i s t o r y  o f  a r t ,  a r e  t h e  
connections between theory and practice so w e l l  defined a n d  so comprehensive as  
they are  in the Grammar  and in Jones's  own ornamental practice. Above all, Jones's 
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theory is a theory of abstract ion. Nature is  the source for this abstract ion,  and c o l o r  
a n d  g e o m e t r y  t h e  p r i n c i p a l  a g e n t s  o f  t h e  t h e o r y  o f  conventionalization which 
encourage and limit the abstractive p r o c e s s .  D e s p i t e  t h e  f l a w s  i n  J o n e s ' s  
t h e o r y  o f  conventionalization, this theory still offers the d e s i g n e r  o f  tomorrow the 
r i c h e s t  inventory of ideas for ornamental design. Certainly,  in the ornament of  the 
future,  we would not  wish ornament to play a secondary role in design. Ornament 
deserves to be, once again, the principal agent of architectural design. T h i s  i s  i t s  ro l e  i n  
t h e  h i s to ry  o f  a rc h i tec t u re  u p  to  t h e  t w e n t i e t h  c e n t u r y .  T o d a y ,  w e  c a n  n o  
l o n g e r  a f f o r d  t h e  anti- intel lectuality, and nihil ism of the Moderns. Nor can we 
af fo rd  to  beg in  the  pract ice  o f  o rnam ent aga in  wi tho ut  the  benefit of instruction from 
the great ornamentors of the past. Invar iably,  the greatest  ornamentors  of the past such 
as  Albert i ,  Jones and Sul l ivan have produced great  theories  of ornament which clarify 
their own practice, and offer the surest guides for the rebirth o f  ornament for the future. 
Jones's own theo ry  has  m uch to  recom mend i t se l f :  i t  i s  c u l l e d  n o t  o n l y  f r o m  
the sc iences,  but  a lso from the history  of  ornament.  A f ive t h o u s a n d  y e a r  
t r a d i t i o n  s t a n d s  b e h i n d  t h e  t h e o r y  o f  conventionalization.  Certainly this is a 
profound inheritance, and with the theory of Sullivan, the best point of departure for the 
ornamentor of the future. 
What makes the theory of conventionalization such a vital document for design is the 
implicit theory of organology upon which  i t  i s  b a s e d .  O r g a n i c  o r n a m e n t  m ay  be  
d is t in g uis he d f ro m  mechanical ornament, from ornament which suffers from a surfeit of 
sc ience. Schlegel writes that;  "Form is mechanical  when, through e x t e r n a l  f o r c e ,  
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i t  i s  imparted to any mater ia l  merely  as  a n  accidental addition without reference to its 
quality; as, for example, when we give a particular shape to a soft mass that it may retain 
the same after its induration. Organical form, again, i s  innate,  unfo lding  i t se l f  f ro m 
with in ,  and acqui res  i t s  determination contemporaneously with the perfect development 
of t h e  g e r m . " 1 T h i s  i d e a  o f  t h e  u n f o l d i n g  o f  t h e  g e r m  w i l l  b e  crucial to Sullivan, 
J o n e s ' s  organicism is simpler; it is rooted in the belief that flowers and leaves are the 
proper subject for o rnam ent ,  that  these  o rnam ents  o f  nature  are  Go d g iven and 
univ ersa l ,  that  n a t u r e  can s u p p l y  a l l  th e  ru les  necessary  fo r  good ornament 
because this has  b e e n  t h e  pr ime ins ight  of  the ornamentors of past civi l izations. 
Jones's larger view of history is  also organic ,  with a cycle of youth, maturity and decay 
followed. by rebirth. Importantly, J o n e s ' s  own practice reveals crucial explorations of 
organic ornament. His practice follows his theory. It is his subscription to organics that 
Occidentalizes his Oriental geometries and motifs. Although Coleridge was not an author 
l isted in Jones's l ibrary at his death, Coleridge's organology certainly had a profound 
influence o n  Jo n es ,  H e  e v e n  t i t le d  o n e  o f  h i s  m o st  o r ga n i c  w al l - p a p e r  ornaments 
from the early 1860s as "Coleridge", a paper again in production by Arthur Sanderson and 
Sons. As we have seen, it was Coleridge who claimed ornament as an essential human 
language. Coleridge also organicized literary criticism at the beginning of the nineteenth 
century. Organic ornament, following Wright, has changed its meaning. In Jones's time, 
ornament could stil l be organic if applied to construction: with Wright, ornament had to be 
integral, and "of" the structure,  not "on" the structure. Wright's objections would rule 
out the history of ornament which generally applied ornament to the structure rather than 
building ornament into the structure. Visually there is little difference between the two 
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systems; both transform the host and dominate the materials. But, in Wright's hands, 
ornament would barely emerge from the nature of the materials employed, so repressed 
could ornament be in an organic architecture devoid of real decoration. Even an organic 
ornament needs freedom of expression, a place in the bui lding in which to grow and 
atta in vi ta l i ty  and l i fe.  Jo nes 's  theo ry  o f  convent ional i zat io n is  thus rooted in the 
l a r g e r  t h e o r y  o f  o r g a n o l o g y ,  a  m o v e m e n t  w h i c h  c r o s s e s  t h e  disciplines of 
philosophy, literature, poetry and architecture. 
I f  J o n e s  h a d  c o n t r i b u t e d  n o  m o r e  t o  t h e  t h e o r y  o f  ornament, his  theory of 
conventionalization would alone have assured him a special place in ornament's 
historiography. But Jones  had something  mo re  essent ia l  to  o f fer .  H is  theo ry  o f  
repose locates his theory of ornament in an aesthetic which has deep metaphysical and 
mystical roots in the psyche and spirit of man.  More than that ,  repose is  sacred to  
God.  Repose is  God's  way of renewing and refreshing Himself: it is His special gift to mankind; 
"For I know the thoughts that I think toward you, saith the LORD, thoughts of peace, and 
not of evi l ,  to give you an expected end" (Jeremiah 29: 11). It is more than an aesthetic: it 
is a way of life; "Follow peace with all men, and holiness, without  which no man shal l  
see the Lord:" (Hebrews 12:  14).  Jones's theory of organic conventionalization is based in 
one of the most fundamental qualities of life: the repose, peace, rest, quiet, and renewal, 
revitalization and restoration of the body, m i n d  a n d  s o u l .  A s  w e  h a v e  s e e n ,  o r n a m e n t  
i s  e s s e n t i a l  t o  inducing the mental feeling of repose. We have also argued that ornament 
and repose are essential for culture and democracy. The perfection of the best-self depends 
upon the metanioa of repose; thus, repose encourages the development of the human 
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spiritual inscape as well  as the outer, public being. Repose transforms the eternal sense 
of being into a dynamic, perfecting sense of becoming-. Through repose we are not only 
capable of appreciating b e a u ty  a n d  t r u t h ,  w e  b e co m e  c l o s er  to  Go d .  Repose, l ike 
chastening, "y ie ldeth the  peacable  f ru i t  o f  r ighteo usness"  (Hebrews 12: 11). Jones's 
strategy of l ink ing the theory of conventionalization to the aesthetic and metaphysic of 
repose was  h is  m eans  o f  b inding  o rnam ent to  the  ete rna l ,  perv as iv e  spirituality of 
mankind. The function of ornament is the moral u p l i f t i n g  a n d  s p i r i t u a l  p e r f e c t i o n  
o f  h u m a n i t y .  O r n a m e n t  guarantees the perception of art in architecture because we 
need t h e  f e e l i n g  o f  r e p o s e  t o  d i s c e r n  t h e  t r u t h  a n d  b e a u t y  o f  architectural ly 
embellished structure and space. Without ornament there can be no true repose: structure 
and space devoid of ornament fulfill only basic materialistic needs; it can never be organic, 
never pretend to architecture. 
What ornament offers to civilization is an aesthetic and metaphysic bound to the 
supernatural world of the Divine. It is an  integrat iv e ,  ho l i st i c  and p lura l i s t i c  language  
which  i s  essentially democratic in the way it appeals to everyone without specialized 
training in the grammar of its forms. Ornament is immediately apparent to the beholder: 
it has an immediate impact on the viewer with its induction of repose; furthermore, it is 
democratic in the way it encourages the perfectability of the best-self necessary for 
culture and civilization. Both religion a n d  s c i e n c e  h a v e  l o s t  t h e  s e n s e  o f  t h e  
s u p e r n a t u r a l  w h i c h  ornament and repose can restore to culture and to the 
i n d i v i d u a l .  The mater ia l ist ic  aesthet ic  based in the sc iences which has  dominated 
"architecture" since World War I, with its belief in t h e  m a c h i n e  a n d  p r o g r e s s  t h r o u g h  
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t e c h n o l o g y ,  t h i s  s h a l l o w  aesthetic,  is  bankrupt.  We need again the supernatural ism 
of repose:  ornament offers c i v i l i z a t i o n  the opportunity to reaffirm its connection 
with the cosmos, with mystery, with nature and, above all, with God. 
When we reflect upon Jones's achievement in ornament, we m ust  admit  that  he  was  a  
genius  in  t ro uble ,  not  a  t ro ubled genius. His commitment to modernism in ornament and 
architecture heralded his ultimate rejection by the Modernists. Jones was too co ncerned 
with  t he  lesso ns  o f  h i s to ry ,  n at ure  a n d Go d to  be  i n f l u e n t i a l  a s  a  p r o t o -
m o d e r n i s t  r e v o l u t i o n a r y  o f  t h e  I n t e r n a t i o n a l  S t y l e .  I t  i s  p r e c i s e l y  t h e s e  
c o m p r e h e n s i v e  concerns which dist inguish him from architects of the t w e n t i e t h  
c e n t u r y .  M o d e r n i s m  a s  a  m o v e m e n t  i s  i m p o v e r i s h e d ;  i t  m a y  b e  r e s u r r e c t e d  a s  
a  r e v i v a l ,  b u t  i t s  c r e a t i v e  d a y s  a r e  o v e r .  P o s t - M o d e r n i s m  i s  a  critical 
interlude before a new synthesis can t a k e  p l a c e .  T h e  a r c h i t e c t u r e  o f  t h e  
f u t u r e  m u s t  b e  g r o u n d e d  i n  the  ar t  o f  o rnam ent  i f  i t  i s  to  s uccee d i n  t he  
age nda s  wh ic h  Jones perceived and theorized a b o u t ,  agendas which transcend the 
o bv io u s  f u nc t io n  o f  ar c h i te ct u r e  i n  c i v i l i z a t i o n .  J o n e s ' s  t h e o ry  of organic 
conventionalization, grounded in the metaphysics of  repo se ,  o f fe r  the  best  ho p e  fo r  
an  a r t  o f  a r c h i t e c t u r e  s e n s i t i v e  t o  t h e  g r e a t e r ,  s p i r i t u a l  n e e d s  o f  
d e m o c r a c y ,  c u l t u r e  a n d  c i v i l i z a t i o n .  
                                                          
1
 See August Wilhelm Schlegel, Lectures on Dramatic Art and Literature, trans. J. Black (London, 18940, 340. 
Quoted in George P. Mras, Eugène Delacroix’s Theory of Art (Princeton, 1966), 109, fn. 41. See this footnote for 
further references to organic theory in literature and architecture, especially M.H. Abrams, The Mirror and the 
Lamp, 114-124, 156-225, and 290-297. 
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Glossary 
 
Abstraction: the conceptualization of ideas and images which idealizes without destroying the 
essential identity of idea and image. 
Acanthus: a Greek ornament which generated a new style of architecture in the late Classical 
and Hellenistic periods. Adopted by the Romans, the acanthus became an emblem of Roman power 
an affluence. The iconography relates to the rebirth and revival of nature after the death of winter. 
Anthemion: a Greek ornament deriving from Assyrian ornaments and possibly the Egyptian 
lotus. An ornament of perfection and beauty, the anthemion is based on the honeysuckle flower which 
probably shares the same iconography as the lotus. 
Arch: an ornament as well as a constructional form, the arch is associated with light especially in 
Nordic mythology where, as Bifrost, it was the bridge of light which protected the entrance to 
Valhalla. The iconography of the arch shares in the tradition of the rainbow, one of nature's most 
beautiful sights. 
Archetype: universal image of singular power, the archetype is a spiritual ideal based on themes 
such as the Messiah, the Pilgrim, the Knight, and the Goddess+ 
Bell: one of two common ornaments sanctioned in the Pentateuch of Moses. Paradise begins 
on earth, according to an African tradition, when a bell is rung and no sound is made. 
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Bloom: the organized, organic life of ornamental decoration achieved by the neutralization of 
ornamental form, space, and color. 
Chevron: one of the most ancient of ornaments which represents the Water of Universal Life. 
Cloud: a symbol of the heavenly realm as well as the-mystical world of the Second Ocean, the 
Chinese cloud frequently accompanies the celestial Green Dragon. The soft discontinuous curves 
are representative of heavenly power-- "Straight lines lead to trouble." (Chinese proverb). The cloud 
is symbolic of heavenly authority which the Chinese considered supreme-- "As above, so below." 
(Chinese proverb). 
Continuous Stem: a Greek ornament symbolic of the will to life as expressed in the 
iconography of the Tree of Life, the continuous stem is universally employed in Eastern 
ornament and decoration. Besides being a border, it also functions in the field as an ogival 
diaper. It is also useful for irregular (i.e., a spandrel) shapes. 
Conventionalization: both a theory and a practice, accepted by architect designers as a 
common style, which governs the material and fine arts. 
Cross: a very ancient and complex ornament relating to the cardinal points, the symbol for 
planet earth, the warp and the weft in weaving, and the symbol of Christianity. It is a two-
dimensional ornament with three-dimensional implications. 
Decoration is applied ornament. Decoration distributes the appropriate ornaments, each 
to their own place in architectural space, according to a traditional hierarchy. 
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Diaper: the principal means for distributing ornaments in a field. The diaper is both an 
ornament in miniature and a decorative strategy in macrocosm. At larger scales, it is employed in 
city planning and in most design disciplines. See Ma'at for meaning and myth. 
Egg-and-Dart: a Greek ornament of particular significance for architecture. The iconography 
relates to the cosmic cycle of life and death. 
Feather: a Moorish ornament related to the diaper's meaning of equality and Justice as mercy. 
Field the decorative distribution of ornaments by means of the diaper as contained by borders. 
The material condition is the field of human activity. The field contains, however, both matter and 
space, and is therefore, an ideal construct. 
Fleur-de-Lys: one of the most glorious of ornaments, the fleur-de-lys is an emblem of light and 
thus related to the Holy Spirit. It is, originally, a Phonecian ornament, occuring in both Minoan and 
Mycenean ornament before its employment in the Temple of Solomon. Very popular during the 
Gothic period, the lily was an emblem for both Catholicism and for the Priory of Sion. 
Fret: invented by the Egyptians, the fret was popularized by the Greeks, but occurs universally in 
many, if not most, of the Ancient styles. It is related to dance and to the journey, or pilgrimage, 
through life. 
Gestalt: a concept deriving from German psychology which proposes that we see in terms of 
organized patterns. 
Grace: a quality of ornament 
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Grid: another word for diaper: see ma'at for iconography. An irregular grid may be seen on 
the wall of Prehistoric Lascaux. 
Heart: a folk ornament of love and life throughout the world. 
Interlace :a fractal  form of the fret, meander or key. Motion and time are the subjects of this 
ornament; illusion and space the means by which movement and duration are created. 
Key: see Fret. 
Leaf :  a popular and contemporary ornament, the leaf frequently accompanies the 
f lower ornament. Many leaves like the acanthus, the oak, the chestnut, and the olive have 
become conventionalized from nature, but abstract leaves could become universal symbols 
of nature. 
Lotus:  an Egyptian ornament which became very popular with Buddhist ornament in India, 
China and Japan. According to the Koran, the Archangel Gabriel sits under the Blue Lotus 
Tree of Sidra. The Blue Lotus is an universal symbol of enlightenment. 
Ma'at:  the Egyptian Goddess of Justice and Mercy, her emblems were the diaper and the 
feather with which the soul was weighed. 
Meander: see Fret. 
Mundus Imaginalis:  the intermediary world between earth and heaven, the world of platonic 
perfection and spirituality. The destiny of the Temple on earth is bound to its existence in the 
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transcendental realm of the spirit which is not heaven, and can be a guide to conduct and morality on 
earth. 
Neutralization: the harmony of ornamental form, space and color so that all of the parts of the 
agenda of the design blend and bloom. 
Paisley: a Scottish and Indian ornament denoting the cosmic Tear of God from which the Son of 
God springs to defeat Evil. 
Palmette: a Greek ornament popular in Afghanistan. It is frequently used alternately with the 
anthemion in an ABAB pattern. I do not know the iconography of this ornament, but it probably 
extends that of the lotus. 
Papyrus :the emblem of Lower Egypt and the gift of the god Thoth, the god of wisdom, this Egyptian 
ornament  
Pomegranite:  an Ancient symbol of unity in multiplicity in unity, the pomegranite ornament was 
associated with the Egyptian god Amon and with Assyrian rites. Decreed as as an ornament of 
the hem of the ephod for His Temple (Exodus 28:33) Jehovah linked the pomegranite to the 
bell as living statements of His Power and Glory. Persephone eats the pomegranite in Hades 
and thus the fruit and ornament have associations with death and life. 
Quatrefoil: the power of four arches optimizes the primary variation needed to maintain 
the paradox and beauty of unity in variety and variety in unity which we find in nature and the 
arts. The four-leaf clover is a symbol of good luck, and the quatrefoil is also related to the 
daisy as a pearl of religion. 
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Repose: the psychological, physiological, aesthetic and metaphysical renewal felt in the 
viewer as being a quintessential quality of ornament. It is a sacred feeling based upon trust, 
serenity, grace, peace and much more. 
Rose: a symbol of the elect amongst Pilgrims ans Sufis. It is also a symbol of female virtue 
(Dante's Beatrice and the archetypes such as the Lady and the Goddess). Both sight and smell 
are recalled in this ornament of beauty. Different colored roses have different meanings: red for love; 
yellow for friendship; white for purity. The Tudor rose is mystical in the number of petals. 
Rosette: the rosette is a symbol of discipleship and the life of the Pilgrim. Typically, it is 
composed of twelve petals or elements, and is an Egyptian invention. See lotus. 
Spiral: The spiral is an Ancient ornament and was originally triangL ar and square as well as 
round. It is specifically related to the hemp plant in its suggestion of coiled rope. It is also a profound 
mathematical and geometric concept. 
Star: one of the earliest ornaments and mystically associated with the ceiling since Egyptian 
times. Sirius was a red star during the Old Kingdom, and one of the calendars was based on the star 
Sirius. The Dogon say that the ten sacred grain were brought to earth from Potolo, the twin dwarf 
companion star to Sirius. 
Swastica: warns us that ornament needs to be God centered, for the Nazis drained all decent 
meaning from this Ancient ornament. It is common in Ireland and in the East, where it emblemizes the 
Wheel of Fortune. It is also integral to the cross. 
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Symbol: the basic glyph, pointing to some meaning other than itself. It is the cypher of ornament, 
and through ornament, related to the archetype. 
Tartan: a dualed grid wherein line and color choices allow instant recognition of friend and enemy 
in a warrior society dedicated to the archetype of the Knight and Lady. Important for weaving and 
complex geometrical ornament. 
Tree of Life: an Assyrian ornament borrowed from the Scythians (?), this ornament is associated 
with the Garden of Eden, protected by cherubim from the corruption of evil. It is a symbol of eternity 
which promises better than this life in the hereafter. 
Trefoil: symbol of the Trinity and represents the musical note's tonic, octave and 5th. Very 
inportant ornament for Medieval architecture. 
Vitruvian Scroll: was popularized by the Greeks and later the Romans, but was originally an 
Egyptian ornament related to the spiral and to the cosmic waters of the chevron. 
Yin-Yang: emblematic of the duality or, in Tibet, the triplicity of reality as divided into polar 
opposites: positive and negative; thesis and antithesis; male and female; active and passive; war and 
peace. 
Ziggurat: a Sumerian ornament containing three elements: the square; the chevron; and the 
cross. The seven platforms denote the seven planets, the seven colors, the seven days of the 
week, the seven virtues, the seven chakras and the seven prophets. 
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Manchester). 
Fig. 4.  Owen Jones, Turkish ornament, Owen Jones Notebook (Whitworth Art Gallery, 
University of Manchester). 
Fig. 5. Owen Jones, Vault of the Turbe of Suleyman I, Istanbul. 1833 (V&A Images/Victoria and 
Albert Museum Prints and Drawings Department, 8273.A, 14.4” x 11”). 
Fig. 6.  Owen Jones, Elevation of the Yeni Valideh Djami, Istanbul, 1833 (V&A Images/Victoria and 
Albert Museum Prints and Drawings Department, 8271.D, 28.7 ” x 19.45”). 
Fig. 7.  Owen Jones, Plans, Elevations, Sections, and Details of the Alhambra, 2 vols. London, 1836-
1845, Vol. I, Plate 31 (Brown University Library).  
Fig. 8.  Owen Jones, Plans, Elevations, Sections, and Details of the Alhambra, 2 vols. London, 1836-
1845, Vol. I, Plate 40 (Brown University Library).  
 248 
Fig. 9. Owen Jones, Plans, Elevations, Sections, and Details of the Alhambra, 2 vols. London, 1836-
1845, Vol. II, Plate 13 (Brown University Library) .  
Fig. 10 Owen Jones, Plans, Elevations, Sections, and Details of the Alhambra, 2 vols. London, 1836-
1845, Vol. II, Plate 27 (Brown University Library) .  
Fig. 11. Owen Jones, Plans, Elevations, Sections, and Details of the Alhambra, 2 vols. London, 1836-
1845, Vol. II, Plate 21 (Brown University Library).  
Fig. 12. Owen Jones, Plans, Elevations, Sections, and Details of the Alhambra, 2 vols. London, 1836-
1845, Vol. II, Plate 40 (Brown University Library).    
Fig. 13. Owen Jones, The Grammar of Ornament, London, 1865, Plate 46 (in author’s possession). 
Fig. 14. Owen Jones, The Grammar of Ornament, London, 1865, Plate 41 (in author’s possession). 
Fig. 15. Design for the Ceiling of the Octagon Room of 8, Kensington Palace Gardens, 1845 (V&A 
Images/Victoria and Albert Museum Prints and Drawings Department, 8352, 19.5” x 19.5”, watercolor).  
Fig. 16. Owen Jones, Design for a Ceiling, 8, Kensington Palace Gardens, 1845 (V&A Images/Victoria 
and Albert Museum Prints and Drawings Department, D.745.8h, 14.3” x 17.3”, watercolor) 
Fig.  17. Owen Jones, Design for a Ceiling (V&A Images/Victoria and Albert Museum Prints and 
Drawings Department, E.1685-1912, 16.4” x 19.3”, watercolor). 
Fig. 18 Owen Jones, Design for a Moorish Dado (V&A Images/Victoria and Albert Museum Prints and 
Drawings Department, E.1701-1912, 21.8” x 9.8”, gouache). 
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Fig. 19, Owen Jones, Design for Carpet, c. 1856 (V&A Images/Victoria and Albert Museum Prints and 
Drawings Department, E.1686-1912, 12.1” x 19.9””, gouache). 
Fig. 20 Owen Jones, Design for Osler’s Gallery, 1858-60 (V&A Images/Victoria and Albert Museum 
Prints and Drawings Department, WS.) 
Fig. 21 Owen Jones, Ceiling Design in the Moorish Style, 1858-60 (V&A Images/Victoria and Albert 
Museum Prints and Drawings Department, 8351, 13.2” x 24”, gouache). 
Fig. 22. Owen Jones, Longitudinal Section for a Design for a Moorish Pavilion for Gezira Palace, 1861-
63, not built to this design (V&A Images/Victoria and Albert Museum Prints and Drawings Department, 
8277-F, 17.2” x 23.4”, watercolor). 
Fig. 23. Owen Jones, Interior of Gezira Palace, Cairo, 1863-65 (photograph by Prof. Mardges Bacon, 
1984) 
Fig. 24, Owen Jones, Crystal Palace for St. Cloud, France, 1862 (V&A Images/Victoria and Albert 
Museum Prints and Drawings Department, D.946-1886, gouache). 
Fig. 25, Owen Jones, Detail of Dome of Crystal Palace for St. Cloud, France, 1862 (V&A 
Images/Victoria and Albert Museum Prints and Drawings Department, D.946-1886, gouache). 
Fig. 26, Owen Jones, Design for a Sun Room, c. 1865 (V&A Images/Victoria and Albert Museum 
Prints and Drawings Department, E.1704-1912, 8.25” x 10.5”, gouache). 
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Fig. 27. Owen Jones, Design for the Oriental Court, South Kensington Museum, 1865 (V&A 
Images/Victoria and Albert Museum Prints and Drawings Department, D.122-1905,17.2” x 26.5”, 
gouache). 
Fig. 28. Owen Jones, Design for the Decoration of the Oriental Court, South Kensington Museum, 
1865 (V&A Images/Victoria and Albert Museum Prints and Drawings Department, E.3612-1931, 21.2” x 
13”, gouache). 
Fig. 29. Owen Jones, Ceiling of the Piano Nobile, 16, Carleton House Terrace, 1867 (photo by author, 
1979), Courtesy of the Crockford’s Club and the Crown Estates. 
Fig. 30. Detail of a Silk Ribbon from St. Etienne.  Illustrated by M.D. Wyatt, Industrial Arts, I (London, 
1852), Plate 60 (Courtesy of the Providence Athenaeum, Providence, Rhode Island). 
Fig. 31. Medieval Enameled Mirror-Back, late 12th century. (The Cloisters, Metropolitan Museum of 
Art, New York City.  Photo by author, 1977, permission pending). 
Fig. 32. A.W.N. Pugin, Aisle wall decoration, St. Giles, Cheadle, Staffordshire, c.1845 (Photo by Prof. 
William Jordy, with kind permission of his estate, permission pending). 
Fig. 33. Owen Jones, The Grammar of Ornament, London, 1856, Plate 91 (in author’s possession). 
Fig. 34. Owen Jones, The Grammar of Ornament, London, 1865, Plate 98 (in author’s possession). 
Fig. 35. Owen Jones, Enamel Mantlepiece by Lépec of Paris, 16, Carleton House Terrace, 1867 (photo 
by author, 1979), Courtesy of the Crockford’s Club and the Crown Estates. 
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Fig. 36. Owen Jones, Detail of Enamel Mantlepiece by Lépec of Paris, 16, Carleton House Terrace, 
1867 (photo by author, 1979), Courtesy of the Crockford’s Club and the Crown Estates. 
Fig. 37. Owen Jones, Dado Detail in Inlaid Rare Woods, 16, Carleton House Terrace, 1867 (photo by 
author, 1979), Courtesy of the Crockford’s Club and the Crown Estates. 
Fig. 38. Owen Jones, Door Molding Detail in Inlaid Rare Woods, 16, Carleton House Terrace, 1867 
(photo by author, 1979), Courtesy of the Crockford’s Club and the Crown Estates. 
Fig. 39. Owen Jones, Plans, Elevations, Sections, and Details of the Alhambra, 2 vols. London, 1836-
1845, Vol. II, Plate 33 (Brown University Library). 
Fig. 40. Owen Jones, Design for a Ceiling (V&A Images/Victoria and Albert Museum Prints and 
Drawings Department, E.1684-1912, 12” x 19.6”, watercolor). 
Fig. 41. Owen Jones, Design for a Silk, c. 1870, Given by Mrs. Margaret Warner (V&A Images/Victoria 
and Albert Museum Prints and Drawings Department, E.33-1945, 9” x 9”, gouache). 
Fig. 42. Owen Jones, The Grammar of Ornament, London, 1856, Plate 23 (in author’s possession). 
Fig. 43. Owen Jones, Design for a Ceiling Coving (V&A Images/Victoria and Albert Museum Prints and 
Drawings Department, 8105, 15.2” x 21.9”, gouache and watercolor). 
Fig. 44. Owen Jones, Ceiling Design possibly for the Summer Palace at Gezira, Cairo, Egypt, 1863-
65 (V&A Images/Victoria and Albert Museum Prints and Drawings Department, E. 1687-1912, gouache). 
Fig. 45. Owen Jones, Detail of Ceiling Design for the Summer Palace at Gezira, Cairo, Egypt, 1863-
65 (V&A Images/Victoria and Albert Museum Prints and Drawings Department, E. 1687-1912, gouache). 
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Fig. 46. Owen Jones, Detail of Ceiling Design for the Summer Palace at Gezira, Cairo, Egypt, 1863-
65 (V&A Images/Victoria and Albert Museum Prints and Drawings Department, E. 1687-1912, gouache). 
Fig. 47. Owen Jones, Detail of Ceiling Design for the Summer Palace at Gezira, Cairo, Egypt, 1863-
65 (V&A Images/Victoria and Albert Museum Prints and Drawings Department, E. 1687-1912, gouache). 
Fig. 48. Owen Jones, Interior Design Elevation, c. 1870 (V&A Images/Victoria and Albert Museum 
Prints and Drawings Department, E. 1697-1912, 12.2” x 17.1”, gouache and gold paint). 
Fig. 49. Owen Jones, Crystal Palace, 1851 (V&A Images/Victoria and Albert Museum Prints and 
Drawings Department, WS Bm 42, watercolor). 
Fig. 50. Owen Jones, Interior Design Elevation, c. 1870 (V&A Images/Victoria and Albert Museum 
Prints and Drawings Department, E. 1699-1912, 9.9” x 18.5”, gouache) 
Fig. 51. Owen Jones, The Grammar of Ornament, London, 1865, Detail of Plate 41* (in author’s 
possession). 
Fig. 52. Owen Jones, The Grammar of Ornament, London, 1865, Detail of Plate 54 (in author’s 
possession). 
Fig. 53. Owen Jones, Interior Design Elevation for New Billiard Room, James Mason’s Eynsham Hall, 
1872 (V&A Images/Victoria and Albert Museum Prints and Drawings Department, 8362, 13.3” x 20.1”, 
gouache). 
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Fig. 54. Owen Jones, Interior Design Elevation for New Billiard Room, James Mason’s Eynsham Hall, 
1872 (V&A Images/Victoria and Albert Museum Prints and Drawings Department, E.1696-1912, 12.9” x 
24.1”, gouache). 
Fig. 55. Owen Jones, Pompeian Design for Interior (V&A Images/Victoria and Albert Museum Prints 
and Drawings Department, E. 1692, gouache). 
Fig. 56. Owen Jones, Pompeian Design for Interior (V&A Images/Victoria and Albert Museum Prints 
and Drawings Department, E. 1693, gouache). 
Fig. 57. Owen Jones, Pompeian Design for Interior (V&A Images/Victoria and Albert Museum Prints 
and Drawings Department, E. 1691, gouache). 
Fig. 58. Owen Jones, Design for Interior (V&A Images/Victoria and Albert Museum Prints and 
Drawings Department, E. 1694-1912, 9.9” x 18.5”, gouache). 
Fig. 59. Owen Jones, Color Studies for Wall, Owen Jones Notebook (Whitworth Art Gallery, 
University of Manchester). 
Fig. 60. Owen Jones, Color Studies for Wall, Owen Jones Notebook (Whitworth Art Gallery, 
University of Manchester). 
Fig. 61. Owen Jones, Billiard Room for James Gurney, Regent’s Park, London, 1870, , Owen Jones 
Notebook (Whitworth Art Gallery, University of Manchester). 
Fig. 62. Owen Jones, Billiard Room for James Gurney, Regent’s Park, London, 1870, , Owen Jones 
Notebook (Whitworth Art Gallery, University of Manchester). 
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Fig. 63. Owen Jones, Billiard Room for James Gurney, Regent’s Park, London, 1870, , Owen Jones 
Notebook (Whitworth Art Gallery, University of Manchester). 
Fig. 64. Owen Jones, Billiard Room for James Gurney, Regent’s Park, London, 1870, , Owen Jones 
Notebook (Whitworth Art Gallery, University of Manchester). 
Fig. 65. Owen Jones, Unidentified Interior Design, c. 1870, Owen Jones Notebook (Whitworth Art 
Gallery, University of Manchester). 
Fig. 66. Owen Jones,  Alternate Interior Design Elevation for New Billiard Room, James Mason’s 
Eynsham Hall, 1872, Owen Jones Notebook (Whitworth Art Gallery, University of Manchester). 
Fig. 67. Owen Jones, Design for Stairwell (Victoria and Albert Museum Prints and Drawings 
Department, 8346, 20.5” x 9.6”, gouache and watercolor). 
Fig. 68. Owen Jones, Three Elevations for Room Stairwell (V&A Images/Victoria and Albert Museum 
Prints and Drawings Department, 8361.A, 7.1” x 11.45”, 8361.B, 10” x 18.6”and 8361.C,7.1” x 16.5”, 
gouache). 
Fig. 69. Owen Jones, Interior Design for Eynsham Hall (V&A Images/Victoria and Albert Museum 
Prints and Drawings Department, E.1690-1912, 14.9” x 12.4”, gouache and watercolor). 
Fig. 70. Owen Jones, Unidentified Interior Design (V&A Images/Victoria and Albert Museum Prints 
and Drawings Department, E.1700-1912, 12” x 17”, gouache). 
Fig. 71. Owen Jones, Color Studies for Walls, Owen Jones Notebook (Whitworth Art Gallery, 
University of Manchester). 
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Fig. 72. Owen Jones, Four Studies for an Interior, c. 1871 (V&A Images/Victoria and Albert Museum 
Prints and Drawings Department, E.1689-1912, 12.1” x 19”, gouache) 
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Appendix A 
 
The Early Editions of The Grammar of Ornament 
T h e  o r i g i n a l  G r a m m a r  o f  O r n a m e n t  o f  1 8 5 2  i s  i n  t h e  p o s s e s s i o n  of the 
Brit ish Architectural  L ibrary: Drawings Collection (R,I .B.A.)  a n d  f e a t u r e s  t h e  t i t l e  
p a g e  a n d  p e r h a p s  h a l f  a  d o z e n  p l a t e s  o f  ornament illustrated in water-color. 
The 100 preparatory gouache, watercolor, and gold paint plates prepared by Jones and 
his  assistants  for  the 1856 chromol ithograph e d i t io n  ar e  i n  t h e  po s se ss io n  o f  t h e  
V i c to r ia  a n d A l b er t  M u se um ,  Prints and Drawings Department. 
1st EDITION: 1856, Day and Sons, London. £19-12-0. First issued in 10 parts comprising 
two chapters each. The Imperial Fol io edition issued in 1856-57 consists of 100 plates. 
2nd. EDITION: 1864 ,  D ay and So ns ,  Lo ndo n,  £  5-5-0. 112 plates.  Jones added 12 
plates to the Smal ler Fo l io edit ion of 1864 cont inuously  pr inted f rom 1864-1868.  
Three pr int ings  are  recorded:  1864 (National Union Catalogue, v. 284, 170); 1865 (English 
Catalogue  of Books,  v.  I I ,  January 1863-January 1872, London, 1873, 207); and 1868 
(according to B. Quaritch, Letter to General Starling, Special Agent, U. S. Treasury in 
Europe, January 5, 1880, 10). I have found n o  r e c e n t  b i b l i o g r a p h i c a l  i n d e x e s  ( e . g .  
N . U . C . ,  B r i t i s h  Museum Catalogue ,  or the Avery Periodical Index) which records an 1868 
Day and Sons publication. The 2nd Edit ion was translated into French in 1864, and 
published by Day and Sons. 
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3rd EDITION: 1868, B. Quaritch. 112 plates. 
3rd Edition was translated into German in 1868, and published by B. Quaritch. 
The  Se co n d Fo l io  ed i t io n  o f  1864  s ub sta nt i a l ly  red uce d i n  scale,  quality and 
price,  the original  large fol io edit ion of 1856. Nevertheless ,  the  1864 edit io n by  Day 
and So ns ,  mainta ined st r i ct  architectural standards of compass and rule in the 
production of the smaller chromolithographed plates. B. Quaritch's subsequent editions, 
however, substituted. free-hand renditions of the 2nd Edition plates, and it is from the 
3rd Edition on that a notable decline in quality in both the chromolithographed and the 
engraved plates may be detected. In this 3rd Edit ion, misregistration, poor 
l ithographic drawing and e r r o r s  i n  c o l o r  r e s u l t  i n  s o m e  i n s t a n c e s  i n  t h e  
c o m p l e t e  reinterpretation of the original ornament. These mistakes are carried through 
into all subsequent editions by B. Quaritch and the recent 7th to 9th Editions. 
4th EDITION: 1876-80, B. Quaritch, London. Three bindings.avai lable  at £3-16-0;  L  
4-4-0;  and £5-5-0.  112 plates.  (Engl ish Catalog of  Books,  v. III, January 1873-January 
1881 (London, 1882), p. 243 is the source for this edition which I have not encountered in 
the Catalogues). 
The Avery Periodical Index also claims an American edition of 1880. I have not 
examined this reputed edition to determine whether the plates were 
chromolithographed by Day and Sons or by B. Quaritch. In B. Quaritch' s letter of 1880 to 
General Starling, he swore on oath that: 
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"1. I have never published a book with any other date than the actual year of its 
publication... 
2. In facsimile-reprints of text, I have naturally left the correct, i.e., the original date. 
Publishers frequently send out issues with fresh dates, but it is a fraud for the purpose of 
palming off an old book as a new one upon the deluded public,"( Quaritch, Letter, 9) 
 Quaritch would not have issued a new title-page for a publication less t h a n  t w e n t y  
y e a r s  o l d  a s  t h i s  w o u l d  h a v e  s u b j e c t e d  t h e  b o o k  i n  quest ion to  duty  tax.  
However,  in  order  to  bind a  fo l io  of  plates  (particularly remaindered plates) a new title 
page must be printed in order to meet  the legal  obl igations of  the binder.  B.  Quart ich 
may have sold a quantity of remaindered, unbound Grammars to an American dealer who 
printed a new title page in the United States in order to avoid duty taxes. 
5th EDITION: 1910. B. Quaritch, London. 112 plates. 
6th EDITION: 1928. B. Quaritch, London. 112 plates. I have grouped these editions 
together because: 
1 .  T h e  E . C . B . d o e s  n o t  r e c o r d  e i t h e r  e d i t i o n  i n  i t s  catalogue; 
and,  2. These editions may well be in-house remainders of the 1876-80 edition which 
received a new tit le page in order to be bound at these dates. 
7 t h  E D I T I O N :  1 9 7 2 .  V a n  N o s t r a n d  R e i n h o l t  C o . ,  N e w  Y o r k .  $75.00.   112 plates. 
Photoreproduction of the 4th Edition (?) by B. Quaritch with new title page. 
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8th EDITION: 1982. Van Nostrand Reinholt  Co.,  New York.  
See my article in the Journal of Design History, 21 (2), 2008 “Originality and Jones’ The Grammar of 
Ornament of 1856”, Journal of Design History, 21, (2), 2008), pp. 143-153; Prof. Tim Putnam, ed., peer 
reviewed, for more recent and numerous editions: 
Abstract: 
http://jdh.oxfordjournals.org/cgi/content/abstract/epn008? 
ijkey=RFfvwXr9lccbqlO&keytype=ref  
Full Text: 
http://jdh.oxfordjournals.org/cgi/content/full/epn008? 
ijkey=RFfvwXr9lccbqlO&keytype=ref  
PDF: 
                                   
http://jdh.oxfordjournals.org/cgi/reprint/epn008?ijkey=RFfvwXr9lccbqlO&keyty
pe=ref  
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